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ABSTRACT 
BLACK PROFESSIONAL MUSICIANS IN HIGHER EDUCATION: 
A STUDY BASED ON IN-DEPTH INTERVIEWS 
FEBRUARY 1987 
CHRISTOPHER L. HARDIN, B.A., UNIVERSITY OF MASSACHUSETTS 
M.Ed., UNIVERSITY OF MASSACHUSETTS 
Ed.D., UNIVERSITY OF MASSACHUSETTS 
Directed by: Professor Patrick J. Sullivan 
This study explores the experience of black profes¬ 
sional musicians in higher education through in-depth inter¬ 
views. It was expected that the interviews would reveal im¬ 
portant differences in the experience of black musicians 
from other artists in academia. Fourteen participants in 
the Northeastern United States were interviewed about their 
double careers as professional musicians and faculty members 
using the methodology of the in-depth phenomenological in¬ 
terview. Those interviewed were: Bill Barron, Marion Brown, 
Jaki Byard, Stanley Cowell, Clyde Criner, Bill Dixon, 
Natalie Hinderas, Bill Pierce, Hildred Roach, Max Roach, Ar¬ 
chie Shepp, Hale Smith, Frederick Tillis, and Pearl 
Wi11iams-Jones. Each interview had three parts, a) the 
participant’s life before he/she started teaching, b) the 
participant’s life since he/she has been teaching, and c) 
what meaning the participant made of the experiences 
reconstructed and shared in parts 
i v 
a and b. The interviews 
Abstract (continued) 
averaged four hours, were recorded on audio-tape and tran¬ 
scribed to print for analysis and discussion. The material 
from the interviews is first presented as a series of indi¬ 
vidual profiles in the artists’ own words and, second, as 
excerpts from the interviews which are included in a discus¬ 
sion of themes derived from the content of the interviews. 
The findings include: (1) many black professional 
musicians were recruited during the late 1960s and early 
1970s, and similar positions are no longer available, (2) 
some musicians are unwilling to curtail their composing, 
performing, and recording, which is the source of their art¬ 
istic recognition, in order to teach full-time, (3) many 
musicians feel that their value to academia has not been 
recognized, that they are an underused resource, (4) those 
artists planning to continue teaching were those who accept 
the full-time demands of the teaching position, although 
they still see themselves as performers first, (5) most of 
the participants feel the potential of black music and of 
black studies in higher education are still unrealized, and 
6) the methodology of in-depth interviewing was well suited 
to the exploratory nature of the study. 
v 
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CHAPTER I 
INTRODUCTION TO THE STUDY 
Introduction and Statement of the Problem 
In the late 1960s and early 1970s, black professional 
musicians and other black artists were recruited for posi¬ 
tions at predominantly white colleges and universities. 
This study is about those professional musicians who began 
teaching at that time in departments of music or in Black, 
or Afro-American, Studies departments. They were brought 
onto the faculty because of their experience, and because 
they were blacks one could not be separated from the other. 
Some had the usually required academic qualifications for 
college teachings many had little or no academic qualifica 
tions. All had considerable abilities in composition, per¬ 
formance, and recording. Their experience is valuable to 
this study for an understanding.of what that time was like, 
how these artists saw their contribution to higher educa¬ 
tion, and how teaching positions have changed for these art¬ 
ists today. This study explores their experience and the 
meaning they make of that experience through in-depth inter¬ 
views with the participants, presents this material as indi¬ 
vidual profiles of the artists in their own words, and dis¬ 
cusses the material in the interviews, using direct quota¬ 
tions, with regard to themes introduced by the participants 
1 
2 
Conceptual Framework of the Study 
We are at the end of an era of openness and progress in 
education for and about black Americans. Enrollments of 
black students were at their highest in 1978 and are now 
dropping, and the concentration of black enrollment has 
shifted so that the greater percentage of black students are 
now at white institutions.3- One of the developments since 
the late 1960s which is a concern of this study is the great 
progress made in the academic teaching of jazz and other 
forms of black music. In the late 1960’s and early 1970’s, 
many black professional musicians were invited to teach at 
colleges and universities, usually through either a part- 
time or full-time position. There was also a corresponding 
trend which included hiring in other areas of black culture 
such as theater, dance, and the visual arts. The new 
musician/teachers were hired for a variety of reasons, not 
the least of which was that they were black. Just as lmpor- 
3. Black students accounted tor 10.4 percent of all students 
enrolled in 1978. In 1984 they made up 9.2 percent though 
blacks were still 13 percent of the nation’s 18-to-24-year- 
oId population. In 1960, there were 170,000 black students 
with 65 percent enrolled in black colleges. In 1 , 
500,000 black students with 35 percent enrolled in black 
colleges. By the early 1980’s, of 1.1 million black stu 
dents, only 25 percent were in black colleges. 
in enrollments to white colleges does not mean that the 
are more students graduating. The latest flares show that 
50 percent of black graduates are from black <=°lle(3 
"Lower Black Enrollments," Education Life section, 




tantly, they were thoroughly experienced in the subject, 
they were well known as musicians, and they were qualified 
by their experience, if not by teaching credentials, to 
teach the subject matter. 
This promising development in American education—from 
both the perspective of the hiring of greater numbers of 
black faculty and the perspective of the artist in 
academia—has now come to an end. American colleges and 
universities in the mid 1980s have different needs and dif¬ 
ferent concerns than they did in the late 1960s. Black 
Studies departments, programs, and courses are established 
on many campuses. Most of the black and white students who 
now come to take these courses accept them as a part of the 
curriculum and are unaware of the travail of those whose en¬ 
ergy established these offerings. Jazz music has become a 
part of the music department curriculum not only at the col¬ 
lege level, but at the high school level as well.1"' Hiring 
practices have also changed to where the black musicians 
hired into full-time positions today have academic as well 
as professional credentials. The positions now available to 
professional musicians tend to be only part-time, or of a 
variety such as artist-in-residence, which do not offer the 
benefits or possibilities of a full-time position. 
e. The Downbeat magazine reader’s 
includes the individual and group 
bands, and the magazine regularly 
school student musicians. 
poll and critic’s poll now 
winners of the college big 
notes exceptional high 
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The participants in this study were selected from these 
faculty who were hired at a time when professional creden¬ 
tials were a requirement and when teaching positions were 
opening up where they had not existed before. They can 
share what things were like then and what it was like to be 
hired onto a music faculty or black studies faculty at a 
time when there were few other black faculty. They can 
share their perceptions on their contribution to the acad¬ 
emy, and how that has evolved. They can share their experi¬ 
ence and how it affects their music careers and their per¬ 
sonal lives. The researcher interviewed the participants to 
discover what was their individual experience, and what was 
their shared experience with other black professional 
musicians in higher education. 
This in-depth material came directly from the 
participants. It was available from no other source. As 
James Baldwin has written, "People are trapped in history 
and history is trapped in them."'3 This study was dependent 
on those musicians still teaching and active in performance 
and recording careers. Ben Sidran wrote in his book, Black, 
Talk, "The musician is the document. He is the information 
itself."'* Wynton Marsalis, an accomplished trumpet player in 
a. James Baldwin, Notes of a Native Son, '-New 
1964), p. 138. 
'*. Ben Sidran, Black Talk (New York: Da Capo, 
York: Bantam, 
19B1), p• xi• 
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jazz and classical music* stresses "the importance of 
listening to and learning from those who came before, and 
also your contemporaries."0 This researcher was fortunate 
that the subjects for this study were still active in their 
work and available to speak about their experience. At a 
later date, it would have been difficult to know about them 
except through secondhand information: letters, diaries, 
people who knew them, and records of various events. Since 
these musicians are living and working today, this study was 
able to inquire directly about what was their experience, 
what is presently happening in their dual career of 
teacher/musician, and how they make meaning of the things 
that have happened in their lives. 
The material for this study was gathered through in- 
depth interviews. It may be that the rise in black aware¬ 
ness provided not only the subject matter, but also contt ib 
uted to the methodology which was used to explore it. Alex 
Haley’s book. Roots, is probably the most widely known exam¬ 
ple of the power of the oral tradition and it s place in 
black life, whether that is in the United States, the Carib¬ 
bean, or in Africa. As the Afro-American experience is 
intei—continental, a ic of Afro-American studies 
a. Wynton Marsalis, Workshop, Fine Arts 
of Massachusetts, Amherst, December 11, 
Center, University 
1983 . 
*s its interdisciplinary nature.6 To find out about the 
lives of these musicians this researcher set out to inter¬ 
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view the participants at length about their lives. This 
study on the experience of musician/teachers, individually 
and as a group, is a bridge between musicology and eth- 
nomusicology. "Musicology has been preoccupied for some 
hundred years with biographical study and has paid little 
attention to the socio—cultural musical process. Eth- 
nomusicology went to the other extreme with the result that 
the individual, human component was lost.""’ This study ex¬ 
plores that 'individual, human component’ as well as its 
sociocultural background. 
The interviews are the primary source material on which 
this study is based. Each was tape—recorded and then tran¬ 
scribed to provide an accurate written transcript. It was 
necessary to generate these primary source documents because 
this information does not exist in other forms. People 
rarely keep diaries anymore, and much of the long, written 
correspondence has been replaced by the telephone and un¬ 
reported conferences. 
*». Melville J. Herskovits 
Afroamerican Studies," in 
Uorld Negro ed. Frances S 
University Press, 1966), 
■*. Oskar Elschek, quoted 
Changeability of Musical 
(May 1982), pp. 197-215. 
, "Problem, Method and Theory in 
Melville J. Herskovits, The Mew 
Herskovits (Bloomington: Indiana 
p . 44 . 
in Klaus Wachsmann, "The 
Experience." Ethnomusico1oqy, 26: 
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The Design of the Study 
The study sought out black faculty who had professional 
careers in music and who also were teaching at the college 
or university level. The fourteen final participants, con¬ 
sisting of eleven men and three women, were informed of the 
nature of the research and were invited to participate in an 
interview about their experience. The interview had three 
parts: (1) his/her experience before coming into teaching, 
(2) his/her experience as a teacher and also as a profes¬ 
sional musician, and (3) the meaning he/she makes of the ex¬ 
perience described in parts 1 and 2. As they gave their 
consent, an interview of three parts (1, 2, and 3, above) 
was scheduled and carried out at their offices or homes. 
The interviews were recorded on audiotape and were later 
transcribed. The written transcripts form the basis of the 
profiles in Chapters IV and V, and inform the analysis and 
discussion of Chapter VI. 
Limitat ions 
A pilot study conducted by this researcher led to an 
appreciation of the complex nature of being a black musician 
in this country and also holding a faculty position in high¬ 
er education. The minority status of black musicians in 
American society and most noticeably within colleges and 
8 
universities will have a bearing on the material gathered 
during the interviews. The significance of numerical dis¬ 
tribution to the behavior of minorities in organizations is 
analyzed and discussed by Rosabeth Moss Kanter in her book, 
Men and Women of the Corporation (1976).w Kanter discusses 
the types of populations that may be encountered (based on 
ratio of minority personnel to majority personnel), and the 
adaptive strategies that may result from unbalanced popula¬ 
tions. The participants for this research are likely to be 
found in what Kanter calls "skewed populations", i.e. up to 
but not exceeding fifteen percent minority faculty to at 
least eighty—five percent majority faculty. Within such 
populations, we may expect signs of the dynamics of tokenism 
such as increased visibility of minority faculty, exaggera¬ 
tion of differences between majority and minority, and added 
performance pressure within the department. 
Another factor which must be addressed is that the re¬ 
searcher is a white American male and the participants in 
the study are black American males and females. This is a 
situation which could obstruct the completion of the re¬ 
search or could alter the interview results, and one which 
must be acknowledged and addressed for the research to con¬ 
fer. Rosabt’lh Moss Kanter, Men and Women of the Corporation 
(New York: Basic Books, 1977). 
9 
tinue.*’' It happens to be the case in this country that many 
social science researchers are white and some of their re¬ 
search topics involve non-whites. This situation has been 
respected or abused with equal vigor depending on the 
motives, hypotheses, and personal sentiments of the re¬ 
searcher . Both positive and negative instances are known to 
the black community and most certainly are known to the 
musician/teachers with whom I communicated. 
The affect of the interracial interview situation could 
be that the participants may not tell the interviewer all 
the things that he wants to know. Howard Becker and Blanche 
Geer have written, concerning some of the problems of data 
collection by interviewing, "The interviewee is not likely 
to reveal, or the interviewer to become aware, that sig¬ 
nificant omissions are being made."10 This may be due to 
resistance on the part of the interviewee which is possible 
to overcome by an adept researcher; or the interviewee’s 
awareness of events may have changed, and some things do not 
•*. Studies on the effect of the race of the interviewer 
include: Hadley Cantril, Gauging Public Opinion (Princeton: 
Princeton University Press, 1944); Herbert H. Hyman et al., 
Interviewing in Social Research (Chicago: University of Chi¬ 
cago Press, 1954); K. R. Athey et al., "Two Experiments 
Showing the Effect of the Interviewer’s Racial Background on 
Response to Questionnaires Concerning Racial Issues," 
Journal of Applied Psychology 44 (1960): 244-46. 
a°. Howard S. Becker and Blanche Geer, "Participant Observa 
tion and Interviewing: A Comparison," in Issues—i_n 
Participant Observation, eds. George J. McCall and J. L-■ 
Simmons, (Reading, Mass.: Addison-Wes1ey, 1969), p. dd*. 
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aPPear as significant now as they did in the past; or he may 
not have been very aware of certain events or feelings in 
the first place* and they are now vague. Of these several 
possible explanations for the reluctance of a participant to 
speak on certain subjects, one is the racial difference with 
the interviewer and this must be considered when analyzing 
the materia 1. 
Based on the researcher’s experience, the fact of being 
a white researcher should not preclude the completion of 
comprehensive and stimulating research in the area of black 
music. Far more important is the integrity of the research¬ 
er and his/her commitment to an understanding of the subject 
matter. The issue of race would have the power to confound 
the research most noticeably during the initial contact and 
access stages of the interview process. It has been the ex¬ 
perience of this researcher that during the first interview 
the participant may become reluctant to continue, and more 
discussion is required if that interview and the interview 
cycle are to continue. Both researcher and participant will 
have agreed, by signing the Written Consent Form, to com 
plete the interview cycle, and hopefully they can resolve 
why it cannot be completed if a problem should arise. 
Despite the most careful communication with the participant 
in preparation for the interview cycle, it is not until the 
first interview that the roles become clear, and the nature 
of the interview becomes known. 
There are some points which should be made on the posi¬ 
tive side of research in black music by white researchers. 
The research is cross-cultural and should be so considered 
though all involved may have the same nationality. My in¬ 
terest in the subject comes from continuing participation in 
cross-cultural studies* my study and documentation of black 
American music, and a respect for the originators and inter¬ 
preters of this art form. As a white researcher, I can be 
open about points on which I am ignorant, and I can ask 
questions which may go unsaid from a black interviewer. The 
racial difference could also be positive in that it may help 
to establish a formal interview relationship from the start 
which might not be possible if we were both from similar 
backgrounds. As this research is cross-cultural, it is also 
intra-cu1tura 1 from the point of view of American culture. 
Both the interviewer and the participant share in the task 
of accurately communicating these aspects of the black con¬ 
tribution to American culture to a racially mixed audience. 
This study is comprehensive in its depth, not in its 
breadth. The study is limited to those who were available 
and willing to take part during the time that the research 
was being carried out. There were several musicians who 
were unable to take part because their time was already com¬ 
mitted to other tasks. The very reason that made these 
musicians potential candidates and much desired for the 
study they were well-known and were busy in two careers— 
also made it impossible for some of them to take part in 
this research. 
The study concentrates on the experience of those in 
the Northeast United States for practical purposes. The re¬ 
searcher is living in the Northeast and there were a sig¬ 
nificant number of available participants also living and 
working in the Northeast.11 There are other candidates 
throughout the country, and it seemed practical to start 
with those nearby to determine the effectiveness of the 
methodology and the nature of the insights from analysis of 
the materia 1 . 
Most of the participants are males. It is known that 
the jazz world is dominated by men, and this may be true in 
other areas of music as well. There is also the factor that 
there are more male faculty than female faculty in higher 
education in this country. Both conditions may have con¬ 
tributed to the much greater number of male participants 
than female. 1!S 
11. Another study on artists in higher education found a 
similar high concentrat ion of artists in the East and Nortn 
east. See Morris Risenhoover and Robert T. Blackburn, 
Artists as Professors: Conversations with_Musicians ? 
Painters, Sculptors (Chicago, University of Illinois Press, 
1976). 
ia. This condition is also mentioned by Risenhoover and 
Blackburn (1976). 
13 
The study is also affected by the researcher’s limited 
experience with the methodology. I felt that the later in¬ 
terviews, after I had refined my skills at interviewing, 
were probably more comprehensive of an individual’s experi¬ 
ence than are the first interviews completed. 
As the research was beginning there appeared to be a 
limitation because many of the participants are so-called 
jazz musicians. Initially I had thought that all the candi¬ 
dates would be jazz musicians who were brought onto college 
faculties because of their experience and reputation, and 
that most of this would have taken place in the early 1970s. 
As I began to discover the variety of musicians who were in 
teaching positions, I changed my thinking and felt more in¬ 
clined to include classical musicians, vocalists, and com¬ 
posers. It was because of this that I was able to include 
three women in the study: one is a gospel music vocalist, 
and two are classically trained pianists. Also included are 
two male participants who are known primarily as composers. 
As a result, what began as a limitation became an im¬ 
portant balancing factor in the study. I was better able to 
see how extraordinary was the experience of many of the 
participants by including several musicians who came into 
college teaching by the more traditional avenues, such as 
completing advanced degrees in music and seeking a teaching 
career from the beginning. This gave me a direct comparison 
to the experience of one’s contemporaries rather than to 
some idea I may have had of what the typical experience 
might be. The recommendations based on the analysis of this 
material should be understood in light of the fact that they 
are drawn from a limited sample of available participants. 
More qualitative research as well as quantitative studies 
would be an appropriate follow-up in order to verify the ac¬ 
curacy of these recommendations and to pursue others. 
Presentation of the Material 
The interview material is first presented in a series 
of profiles. Each profile is an account of a musician’s 
life and experience composed in the words of that 
participant. These reveal the depth of inquiry possible 
using this interview method. Each profile follows a 
chronological path much as it did in the original interview. 
There is no commentary from the researcher * only a 
biographical introduction to each participant s profile. 
The jazz artists are included in Chapter IV. The classical 
musicians and gospel music artist are included in Chapter V. 
Analysis of the Material 
The material is analyzed and discussed according to 
various themes which became apparent during the interviews, 
their transcription, and the first stages of analysis of the 
interview material. Chapter 6 is a discussion of these var- 
15 
ious themes and includes excerpts from the interviews. 
These include: the artists’ experience in Europe, the divi¬ 
sion between jazz and classical music, the factors that led 
to taking a teaching position, the contribution of the art¬ 
ist in academia, balancing the academic demands with profes¬ 
sional development, working with students, and working with 
colleagues. Also included is an assessment and commentary 
on the interview process. 
Definition of Terms 
Interview - In this study the interview is a three-part, 
in-depth phenomenological interview. Other 
interviews cited are ususally the more standard 
question-and-answer variety. 
Jazz / Black Music - Both terms are used in this study. 
"jazz" is more widely recognized and is the 
traditional term for this type of impro- 
visational music. "Black music" is a term 
which had a lot more use in the 1970s when 
there was more emphasis on the roots and 
greater recognition of the true innovators 
of this music. 
Participant - Those participating in this research 
through their interviews. In other 
types of research projects they might also 
be known as research subjects. 
Phenomenological - Refers to the "open-ended" nature of 
the interview whereby much of the direction 
of the interview and the particular way that 
topics are discussed are based on the 
participant rather than the interviewer. 
The goal is to understand the participant s 
experience from his or her own fi ame of 
reference. 
16 
Profile - A profile is an edited version of the complete 
interview composed from the participant’s own 
words. It includes the reconstruction of the 
participant’s experience and his/her thoughts 
on the meaning of that experience. Examples of 
profiles are found in Chapters IV and V. 
CHAPTER II 
REVIEW OF THE LITERATURE 
This chapter examines the related fields of inquiry 
which provide the foundation for this study on the experi¬ 
ence of black professional musicians in higher education. 
They include: The Artist and Academia, Black Studies, and 
Black Music in the Curriculum. These areas of study will be 
presented and discussed as they pertain to this research. 
The literature informing the methodology of this study will 
be reviewed and discussed in Chapter III. 
The Artist and Academia 
Few doubt the value of the arts in a well-rounded col¬ 
lege education today. In fact, the arts may be equally im¬ 
portant even earlier in a person’s education: at the 
elementary and secondary level as well. "Psychologists have 
clearly indicated that a fully functioning human being does 
not mature without the afferent as well as the cognitive, 
the emotional as well as the intellectual modes of learn¬ 
ing."1 By the turn of the 20th century, there had been some 
peripheral activity and small achievements in bringing the 
arts into the curriculum. The first period of real growth 
i. Jack Morrison, The Rise of the Arts on the American 
Campus (New York: McGraw-Hill, 1973), p.2. 
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for the arts came between World War I and World War II when 
they became established in the curriculum, although there 
was still a lingering question of whether they were to be 
taken seriously. It was after World War II when there was 
the acceleration in growth and the improved attitude towards 
the arts which brought us to the present stage of growth.~ 
Today there is support for the arts in the curriculum— 
art departments for the fine arts, and theater, dance and 
music departments for the performing arts—but still lagging 
behind is that same support for the artist on the faculty. 
According to James Hall (1976), the resistance to the artist 
"stems from a tradition nurtured by the theologically 
oriented medieval university and English university sys¬ 
tem."3 At that time literature and poetry were the only 
creative arts actively encouraged; the fine arts were some¬ 
what suspect and the artists were definitely suspect. In 
1916, it was proposed that "employment of the leading art¬ 
ist" would raise the quality of music departments in col¬ 
leges and universities.'* But not until the 1930s were there 
musicians appointed to university faculties: John Steuart 
Curry and Gunnar Johansen at the University of Wisconsin, 
a. Jack Morrison, The Rise of the Arts on the American 
Campus, p. 161. 
3. James W. Hall, "The Ar t i st-i n-Res i dence , " (Educational. 
Records) 57:3, p. 162. 
Rose Yont , Status and Value of Music—in Education 
(Lincoln, Neb.: Woodruff Press, 1916), p. 207. 
19 
and Paul Sample at Dartmouth. The more widespread employ¬ 
ment of well-known artists is actually a post-World War II 
phenomenon.® This tradition of resistance to artists has 
carried on to our time. James Perkins, in "The University 
and the Arts," described that same situation in 1965 when he 
wrote, "the scholar and the artist still understand each 
other imperfectly."* Jack Morrison, in The Rise of the Arts 
on the American Campus, found in the institutions he sur¬ 
veyed a "generally favorable attitude among faculty toward 
the arts," but he also found it necessary to recommend 
"greater collegiality within and without the arts depart¬ 
ments."'7 Margaret Mahoney, in The Arts on Campus: The Neces¬ 
sity for Change, found an absolute separation of the arts 
with very little interdepartmenta1 cooperation.® Though the 
arts themselves find growing support, the artist has still 
received a 1ess-than-enthusiastic reception. 
There are three studies concerning the artist and the 
academic setting which are particularly relevent to this 
research: James Hall’s "The Artist-in-Residence," Judith 
25. Morris Risenhoover and Robert T. Blackburn, Ar t i sts—as 
Professors: Conversations with Musicians, Painters, 
Scu1ptors (Chicago: University of Illinois Press, 1976), p. 
9. 
<**. James A. Perkins, "The University and the Arts." Teachers 
College Record, 66 (May 1965), p.677. 
Jack Morrison, The Rise of the Arts on the American 
Campus, p. xiii. 
Margaret Mahoney, ed . , The Arts on Campus.:—The Necess i ^ v_ 
for Change (Greenwich, Conn.: New York Graphic Society, 
1970). 
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Adler’s "Academic Artists," and Morris Risenhoover and 
Robert Blackburn’s Artists as Professors; Conversations with 
Musicians, Painters, Sculptors. Hall focuses on the various 
types of artist-in-residence appointments and the "near" 
ar t ist-in-residence type of arrangments.’’ He includes a num¬ 
ber of approaches which may be traditional or experimental, 
casual or intensive. These are: 
1) Concert Performances - (not artist-in-residence) . 
2) Extended Performances - a stay of two or three days 
in preparation for a concert which allows for 
informal discussion with students, (not artist- 
in-residence) . 
3) Performance and Master Classes - several days 
to a week, formal classes, 1ecture/demonstrat ion 
which may involve people from the community. 
(still not a residency because there is no 
continuity). 
4) Part-time Residency - a series of extended visits 
or one or two days per week/month over the 
semester. Possibly a course for credit. 
This still leaves time for professional 
development and performance elsewhere. 
5) Full-time Residency - artist as regular faculty, 
eligible for promotion and tenure and additional 
responsibi1ities. 
e?. "An art ist-in-residence may be defined as any creative 
artist (including, for example, painter, sculptor, perform¬ 
ing musician, composer, dancer, choreographer, oral inter¬ 
preter or actor, director, poet, or writer) of substantial 
reputation beyond the academic community (regional, nation¬ 
al, international) who is employed primarily for his profe- 
sional artistic standing (though his academic experience a 
qualifications may be comparable to those of other faculty) 
on a full- or part-time basis, for one academic term or 
longer." James W. Hall, "The Artist-in-Residence," p. 165. 
and 
SI 
Over a period of years, the artist may find it increasingly 
diicu1t to maintain professional stature and reputation. 
Hall then looks at the quality of artist that would be 
eligible for an artist-in-residence appointment. These art¬ 
ists are: 
1) Highly successful (superstars) - too busy and 
therefore not available for collegiate involvement. 
2) Major reputation - for professional and/or economic 
reasons they may want to connect with a college. 
Their reputation enables them to negotiate favorable 
contracts which still allow for professional 
deve1opment. 
3) Formerly held major reputation - have reduced their 
professional activities, may be mature individuals 
who are devoting their time to teaching, study 
and other creative activities. 
4) Regional or local reputation - teaching is major 
means of support, employed as regular full-time 
faculty by fine arts departments.10 
The benefits to the artist from such arrangements are 
financial security and freedom for development and presenta¬ 
tion. There may also be the added element of prestige for 
both parties in this collaboration of the artist and the 
university, particularly for the presentation of new work. 
The problems that arise from artist-in-residence programs, 
which were mentioned above, have to do with relationships 
with other full-time faculty. Jealousies may develop due to 
1°. One college responded to Hall’s questionnaire. All our 
faculty members are artists-in-residence." see James W. 
Hall, "The Artist-in-Residence," p. 167. 
comparisons over popularity of courses, numbers of students 
attending, administrative duties, and leaves or similar ben¬ 
eficial arrangements for performance off-campus. One con¬ 
tributing factor is that administrators may make decisions 
about artists-in-residence and not consult with other facul¬ 
ty of the department. Their direct involvement may end at 
that point and they may then be unaware of how well the ap¬ 
pointment has been accepted by other faculty.11 
In "Academic Artists," Judith Adler argues that there 
must naturally be problems where the culture and lifestyle 
of the artist meet the culture and lifestyle of the academ¬ 
ic. Uhat was once called the bohemian lifestyle of the in¬ 
dependent craftsman, that which is part myth and partly the 
reality of the artist’s world, is naturally in opposition to 
the organization required in the business or academic world. 
Artists tend to work in isolated and self-regulated circum¬ 
stances, while the academic is expected to be a member of a 
team and to have a more predictable involvement with the 
11, One university dean responded to the questionnaire. 'We 
have not typically used the title 'artist-in-residence’ at 
the university, but for many years, we have welcomed to 
permanent positions in our faculty creative artists whose 
primary qualifications have been their professional artistic 
standing as opposed to their formal academic experience or 
qualifications. They are appointed to academic rank >ela 
tive to their distinction and are rewarded on the basis of 
their continued professional accomplishment as well as their 
teaching." James W. Hall, "The Artist —in —Residence , p. 
169. 
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students and other faculty. These worlds are far enough 
apart that for most, one is either an artist or an academic. 
There are few who can be both and perform well in each 
si tuat ion . J 
For a variety of reasons the artist is drawn to the 
university and also repelled by it. Some of the appeal lies 
in the financial security of a faculty appointment. With 
the added benefit of being able to pursue his own research, 
the artist "can feel more purely professional than those 
artist whose projects are compromised by other ways of 
making a living. " 139 And there is the promise of professional 
autonomy — that freedom from the audience which until now 
the artist had to "tolerate as an economic necessity while 
attempting to minimize its interference in and influence 
over his work."1'* The drawbacks to university teaching for 
an artist include that they will be cut off from some of the 
more gifted students because though they may be advanced in 
one area, they may not meet the overall entrance standards 
of the university. Even when talented students are avail- 
able, unless there has been a previous commitment to a 
professional level of training, there will not be enough 
time with these students, due to the other demands of a lib- 
*■«. Judith Adler, "Academic Artists," Soc iety 14:1 (Nov-Dec 
1976): 46-50. 
13. Ibid. p. 48. 
1 **. Ibid. p. 48. 
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eral arts curriculum, for the real advancement that might be 
possible in four years. And of course there are the stu¬ 
dents who demand just as much of the faculty member’s time 
who have neither the talent nor inclination for significant 
achievement. Then there is the added strain of the students 
who are taking the courses not because of any professional 
commitment, but rather to fulfill a 'core requirement’ or as 
an 'elective.’ This strikes a sensitive area for the 
professional artist. "That one person’s profession might be 
another person’s recreation can be threatening to occupa¬ 
tional identity and pride."3® 
Then there are the "academic dangers" to the artist’s 
career and professional temperment. Artists have frequently 
had to support themselves with other jobs, but university 
teaching is not just another job or a sideline. It is a 
profession and demands the time and committment that might 
otherwise be held in reserve and devoted to one’s art. This 
becomes a more intense conflict for artists than for most 
faculty because a faculty position "brings them little 
recognition or reward in their nonacademic professional 
worlds (in which achievement is still measured by per¬ 
formance and exhibitions, and reviews and publicity 
received),"16 There are other dangers which include: a) the 
1?a. Ibid. p. 49. 
1A*. Ibid. p. 49. 
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inablility to work with more gifted students even when 
available due to their other academic requirements and the 
relatively short duration of classes, b) the reduced op¬ 
portunities for collaboration with other kinds of artists 
and even one’s own colleagues because of strict maintenance 
of interdisciplinary boundaries, and c) the marginal nature 
of the arts and artists in the university which may result 
in lower salaries and departmental budgets. These problems 
and others persist because the artist’s arrival in academia 
is a cross-cu1tura 1 transition and there are few who can 
make the change and thrive in both climates. 
Morris Risenhoover and Robert Blackburn’s Artists as 
Professors: Conversations with Musicians, Painters, 
Sculptors was developed from Mr. Risenhoover’s dissertation 
on the same subject. The issue, as stated in the Preface, 
"is whether the university milieu provides a hospitable en¬ 
vironment for an artist’s professional activities — as art¬ 
ist as well as teacher."1"'' They asked these artists about 
such topics as: how they came into teaching and why, what 
are the students like, positive or negative feelings about 
teaching and working with students and faculty, and opinions 
on the relative merits of teaching for an artist. Musicians 
1"7. Morris Risenhoover and Robert T. Blackburn, Artists as 
Professors: Conversations with Musicians,_Pa inters? 
Sculptors (Chicago: University of Illinois Press, 1976), p. 
l x . 
26 
and visual artists were interviewed because they tended to 
have full faculty status, and it was believed that they were 
therefore more involved in the demands of the academic life¬ 
style. Other artists such as actors, dancers, writers and 
poets rarely had full positions, and when they did, they 
were exceptions rather than a sign of a general trend. The 
interviews were conducted in the artists’ studios or homes, 
they were one to three hours long, and they were tape re¬ 
corded and transcribed. The edited versions of these inter¬ 
views are from five to fifteen pages long in the text. 
The results of the study focus on three aspects of the 
artists’ involvement in academia: how creativity is af¬ 
fected, what teaching is like, and what is the environment 
like for an artist. These were areas which the researchers 
anticipated at the beginning of the study, and they ques¬ 
tioned the interviewees primarily on these subjects. This 
significant variation in the methodology is one of the major 
differences between that work and this study on the experi¬ 
ence of black professional musicians. 
BLACK STUDIES AND BLACK MUSIC 
The following section examines the establishment of 
black studies in the college curriculum and the accompanying 
attempts to include black music in the curriculum. There is 
first a brief history of the education for blacks in the Un- 
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xted States which is a contributing factor to the education 
about blacks in the United States. There is then an account 
of the push for black studies on college campuses and the 
ensuing debate over black studies as a separate department 
and discipline. This leads to the last section which covers 
some of the same questions about the place of black music 
within the college curriculum. 
Black Studies: a Field of Inquiry 
The most recent efforts to educate about the black ex¬ 
perience in the United States may have their roots in the 
equally important and sometimes dangerous effort on the part 
of whites to educate blacks in this country beginning nearly 
three hundred years ago. Prior to 1700, the Hicksite 
Quakers were responsible for some of the most permanent and 
best developed schools for the education of black people. 
The Pennsylvania Quakers and one of their outstanding 
teachers, George Fox, became involved by 1713. By 1741, be¬ 
cause of the determination of Bishop Seeker and others in 
their attempts to educate blacks, the Virginia colonial 
legislature enacted a law excluding Quakers from the teach 
ing profession.189 Thus, these early efforts in the education 
For more detail on these early developments see Lawrence 
Crouchett, "Early Black Studies Movements," Journal .of Blacjj 
Studies 2:2 (December 1971): 189-200. 
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of blacks also produced the beginnings of resistance to 
black educational power in this country — a trend that has 
continued to this day with a particularly volatile period 
following the Civil War.*"' Nevertheless, formal education 
black Americans has been a reality in numerous forms for 
hundreds of years. But until recently, education about 
black Americans, i.e. their history and culture, has been 
available only to black Americans and only through black 
schools and colleges ( some with exceptional reputations ) 
and through the "non-forma 1," but very thorough, channels of 
family and church .HO 
In 1968-69, as a result of the Civil Rights Movement 
and the student protests of the 1960s, black studies became 
a part of the curriculum at many predominantly white Amer¬ 
ican colleges and universities. At that time the proponents 
held that existing educational systems trained students to 
adjust to a racist society and that, to be relevant to the 
black predicament, education must be revolutionized. In¬ 
cluding black studies in the curriculum was one way that 
this could be accomplished. This was not to advocate i acial 
i'f. Orlando Taylor, "New Directions for American Education: 
A Black Perspective," p.101; Nick Aaron Ford, B1 ack_ 
Studies: Threat or Challenge? (Port Washington, N.Y.: Ken- 
nikat Press, 1973), p. 42. 
eo. See Chapter 4, "The Black College: Background, Problems, 
and Achievements," in Nick Aaron Ford, Black Studies: Threat 
or Challenge? (Port Washington, N.Y.: Kennikat Press, 19/3), 
pp. 42-52. 
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separatism but to help create "a community with a sense of 
its cultural and historical identity, with a sense of its 
collective predicament, and the collective struggle to 
eradicate that predicament. ",S1 DeVere Pentony, in "The Case 
for Black Studies" (1969), notes that the experience of 
black people in America is different from that of any other 
subculture because they did not choose to come here, and 
they were enslaved in the country whose nationality they 
would adopt. The transition to becoming free and equal 
citizens is not complete because there still is not a real 
integration. Black studies hold the promise of a balanced 
education, but there is still the doubt that "a self- 
defeating racism may be the fruits of the black studies 
movement. " 
As the programs began to take shape, they were 
monitored and evaluated. Blassingame (1969) immediately 
discovers a confusion over objectives from faculty and stu¬ 
dents and notes that black students tend to be shortsighted 
in their demands. He also has already detected a lack of 
commitment at many predominantly white schools and predicts 
Kai. Dr. Nathan Hare, quoted in Thomas L. Blair, Retreat to 
the Ghetto; The End of a Dream?i p. 147. For a greater un 
derstanding of the cultural nationalism of the 1960’s and 
early 1970’s, see Chapter 5, "Images of Cultural Unity," in 
Blair, Retreat to the Ghetto. ^ _ 
sas-. £)e Vere E. Pentony, "The Case for Black Studies," p. 9/. 
See also Ray C. Rist,'"Black Staff, Black Studies, and White 
Universities: A Study in Contradictions," The Journal of 
Higher Education, 41:8, pp. 618-629. 
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a ten-year lifespan to programs funded only by outside 
sources.'-3 Obichere (1970) examines the new programs and 
supports broadening these efforts, keeping in mind the long¬ 
term goal of a country-wide change: an educated public, not 
only educated students. «=** Smith (1971) surveys the growing 
number of program types and curricula, and Ford (1973) dis¬ 
covers an increasing variety of stated objectives: in 200 
programs there are 200 objectives listed "with enough varia¬ 
tion in wording to be considered different."HH More critical 
appraisals are offered by Taylor (1970) and Jackson 
(1970).=<s> Taylor questions whether the American colleges and 
universities are really serious about educating black people 
since an Afro-American orientation is more than a few 
courses, more than "piecemeal programs on shoestring 
budgets." Jackson, encourages discussion and further devel¬ 
opment of black studies and wants to see more black scholars 
as teachers, as they are the best interpreters of the black 
J.W. Blassingame, "Black Studies: An Intellectual 
Crisis." American Scholar, 38, 548-561. 
s-6*. Boniface I. Obichere, "The Significance and Challenge of 
Afro-American Studies." Journal of Black Studies, 1:2, 161- 
177. 
®=. William D. Smith, "Black Studies: A Survey of Models and 
Curricula." Journal of Black Studies, 1:3, 259—2/2, Nick 
Aaron Ford, Black Studies: Threat of Challenge?, (Port Wash¬ 
ington, N.Y.: Kennikat Press, 1973), p. 55. 
Orlando L. Taylor, "New Directions for American 
Education: A Black Perspective," Journal of Black Studies 
1:1 (September 1970): 101-11; Maurice Jackson, "Toward a 
Sociology of Black Studies," Journal of Black Studies 1:2 
(December 1970): 131—40. 
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experience. Durley (1969) and Wisdom and Shaw (1969) review 
the rise of black student centers and black studies courses 
respectively and question the cost, to blacks and whites, of 
this shift from the early 1960s goals of integration to the 
growing separatism at the end of that decade.r--v 
During the 1970s, it appears that activity and interest 
in black studies among white administrators, faculty, and 
students was already waning. Spurlock (1976) questions the 
stated support for black studies programs and finds that, 
although the institutional programs and policies are still 
present, "much of the vigor, sense of urgency, and vision 
have departed.Philip Daniel (1900) discovers that, in 
spite of enduring and sometimes thriving programs, there are 
fundamental doubts over the supposed extent of this black 
orientation to the point where he questions whether black 
‘-'v. Gerald L. Durley, "A Center for Black Students on Uni¬ 
versity Campuses," The Journal of Higher Education 40:6 
(June 1969): 473-76; Paul Wisdom and Kenneth Shaw, "Black 
Challenge to Higher Education," Educational Record 50:4 
(Fa 11 1969) : 351-59. 
Langley A. Spurlock, "Still Struggling: Minorities and 
White Colleges in the Mid-Seventies," p. 186. A survey by 
this researcher of articles in higher education journals 
revealed that from 1969-1972 there was frequently at least 
one article per issue, sometimes two or three, and oc¬ 
casionally an entire issue devoted to the subject of blacks 
and education. In the academic year 1981-1982, these same 
journals rarely had any articles on this topic. In just ten 
years, the stature and high profile of black studies had al 
most disappeared. 
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studies is a discipline or a field of study.« The problems 
for proponents of black studies to define and impliment this 
area into the curriculum were anticipated by Melville 
Herskovits in 1945 when he wrote that "an outstanding char- 
acteristic of the field of Afroamerican studies is its in¬ 
terdisciplinary nature, which must be taken into account 
whenevei problems of definition or method are under discus¬ 
sion." Herskovits goes on to say that, "the field cuts, 
across so many boundaries that it cannot be defined in terms 
of any commonly accepted categories—a fact that accounts 
for its late recognition as a definable area of 
scholarship. ,,3,° 
While interest in black studies has been waning, some 
of the cause may be attributed to changes in the numbers of 
black students. Black enrollments, while growing, were 
still lower than anticipated, and the attrition rate was 
disproportionately high. Wright (1981) reports that in 
1976, black enrollments totalled over one million while the 
number of graduating students that year was only fifty—eight 
thousand. In continuing to track how black colleges were 
ac?. Philip T.K. Daniel, "Black Studies: Discipline or Field 
of Study?" Western Journal of Black Studies 4:3 (Fall 19Su): 
195-200. 
aoMelvi1le Herskovits, "Problem, Method and Theory in 
Afroamerican Studies," in Melville Herskovits, The New World. 
Negro, ed. Frances S. Herskovits, (Bloomington: Indiana Uni¬ 
versity Press, 1966), p. 44. 
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doing during the 1970s, Wright comments that in that same 
year, 1976, black colleges had only 18 percent of the black 
student enrollment but presented 38 percent of the bachelors 
degrees awarded to blacks.=» Exploring what he calls an 
"underresearched" area in black studies, ie. student atti¬ 
tudes, Johnson (1984) finds: that black studies courses at¬ 
tracted a disproportionate number of black students, that 
most students did not major in black studies, that students 
came from a variety of academic backgrounds and interests, 
that students enrolled to learn more about the black experi¬ 
ence and because of general interest in the curriculum, and 
that the evaluations from black and white students were 
similar.This would seem to indicate that black studies 
programs were having a desired positive effect. Another 
view is given by Hatch and Mommsen (1984). They found a 
widening racial gap which has been consistantly ignored "by 
virtually all social scientists writing on the subject, the 
U.S. Census itself, and the key policy recommending bodies 
who convened specifically for the purpose of examining r a — 
31. Stephen J. Wright, "Black Higher Education in the 
Eighties," Educational Record 6E:3 (Summer 1981): 54-7. 
Robert C. Johnson, "The Attitudes of Students Enrolled 
in Black Studies Courses: A Quantitative Analysis," Journal, 
of Black Studies 14:4 (June 1984): p. 453. See also Samuel 
L. Banks, "Blacks in a Multiethnic Social Studies 
Curriculum: A Critical Assessment," The Journal of Negro 
Education 44 (1975): 83-9. 
34 
cial inequalities."33 They suggest that perhaps this is a 
result of "benign neglect," that in our striving to rectify 
centuries of injustice we have been overanxious to document 
the progress and success of public programs and have over¬ 
looked the negative impact on the broader issue of race re¬ 
lations in this country. 
The difficulties for black studies in becoming accepted 
as a part of the curriculum in predominantly white colleges 
and universities in the United States are similar to the 
difficulties which must be overcome by black music to become 
a part of the music curriculum. The place of black music in 
higher education will now be examined as the final part of 
this chapter . 
Black Music in Academia 
To understand the difficulties that jazz or black music 
has had to overcome in order to be accepted into the cur¬ 
riculum in predominantly white institutions, and the dif¬ 
ficulties that jazz musicians or black musicians have had to 
overcome in order to be accepted into predominantly white 
departments of music within these institutions, it is neces 
sary to first look at the difficulties that jazz or black 
33. Laurie R. Hatch and Kent Mommsen, "The Widening Racial 
Gap in American Higher Education," Jour na 1_erf—Black—Stud i es_ 
14:4 (June 1984): p. 470. 
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music, and its musicians, had in becoming accepted in the 
United States of America. White America has had trouble ac¬ 
cepting both the music and the musicians. The titles of two 
articles written over fifty years apart sum up the nature of 
this problem of accepting this music and the people who pro¬ 
duce it. In 1921, at the beginning of what was to be called 
the Jazz Age, "Unspeakable Jazz Must Go l" and in 1977, after 
competing commercially with Rock music, "Jazz Comes Back. 
During these years jazz was defined, accepted, and misunder¬ 
stood with equal committment and fervor.OT How can this be 
explained except by the fact that jazz was a product of 
black culture in this country. Part of the answer may be 
found in an ethnomusicological difference; there have al¬ 
ways been two musical traditions or aesthetics in this 
3<*. John R. McMahon, "Unspeakable Jazz Must Go 1 " Ladies Home 
Journa1. December 1921, p. 34; Hubert Saal, "Jazz Comes 
Back," Newsweek, August 8, 1977, 50-53. See also, Anne Shaw 
Faulkner, "Does Jazz Put the Sin in Syncopation?" Ladies 
Home JournaI, August 1921, pp. 16, 34. 
3SS. James R. Europe. "A Negro Explains Jazz," Literary 
Digest, April 26, 1919, 28-9*, J. Frederick McDonald, "'Hot 
Jazz,’ The Jitterbug, and Misunderstanding: The Generation 
Gap in Swing, 1935-1945," Popular Music and Society 2:1 
(Fall 1972): 43-55; Nat Hentoff, "What’s Happening to 
Jazz?" Harper’s, April 1958, 25-6? Morroe Berger, "The New 
Popularity of Jazz," in Mass Culture, ed. B. Rosenberg 
(Glencoe, IL.: Free Press, 1959), 404-7; Neil Leonard, Jaz_z 
and the White Americans: The Acceptance of a New Art Form, 
(Chicago: University of Chicago Press, 1962). 
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country: that of white America and that of black America.36 
And part of the answer may be found in racial differences; 
there are white musicians and black musicians, white 
audiences and black audiences. The segregation within the 
rousic world and between that world and its audience is simp¬ 
ly a reflection of the segregation found in the society at 
large; from the Cotton Club in 1920s Harlem, where all- 
white customers from downtown watched all-black stage shows; 
to the groundbreaking decision in 1935 when the white Benny 
Goodman hired the black Teddy Wilson to play with his group 
not just for recordings, but also in front of white 
audiences; to more recent times when Soul, Rhythm and Blues, 
Disco, and Funk have become categories to separate black 
artists from the white Rock &< Roll and Rock categories in 
record stores, on radio, and on Top—40 playlists, despite 
the fact that many white rock stars got their music and even 
style of presentation from relatively unknown black per¬ 
formers . 39 v' 
. Jimmy Stewart, "Introduction to Black Aesthetics in 
Music," in The Black Aesthetic ed. Addison Gayle Jr. (Garden 
City, New York: Doubleday, 1971; Anchor Books, 1972), 77-91. 
see also Frank Kofsky, "The Jazz Tradition: Black Music and 




ed i tion 
fer son, 
Jim Haskins, The Cotton Club, (New York: Random 
1977), p. 57; George T. Simon, The Big Bands revised 
, (New York: Collier, 1974), pp. 207-8; Margo Jef- 
"Ripping Off Black Music," Harper ’ s (January 1973), 
pp. 40-5. 
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Black musicians in the United States, particularly jazz 
musicians, have belonged to a sub-culture which has been 
documented through records and systematic research. Some of 
the best documentation, although this was an unintended by¬ 
product, has come from the recording industry itself. For 
the last seventy years these disk and tape recordings have 
provided an account of who was composing, arranging, and 
performing the music. During this time there have been 
others — not musicologists as might be expected, but usual¬ 
ly sociologists — who have attempted to document these 
musicians through photographs (Colman 1946) (Friedlander 
1963), interviews (Becker 1963) (Harvey 1967) (Faulkner 
1971), and studies of the language and lifestyle (Cameron 
1954) (Becker 1951) (Cons 1936).:s”* 
The subculture of the musicians and the questioned im¬ 
portance of the music in American musical history were some 
of the hurdles to bringing black music into the education 
3ra. Elizabeth Colman, "American Jazz Artists," photographs, 
Common Ground 7 (Autumn 1946): 52-60; Lee Friedlander, 
"jazz: Photographs by Lee Friedlander," presented by James 
Thrall Soby, Ar t in Americ a 4 (1963): 134-9; Howard S. Bec¬ 
ker, Outsiders (G1encoe, 111ino is: The Free Press, 1963 ), 
Edward Harvey, "Social Change and the Jazz Musician," Social 
Forces 46 (September 1967): 34—42; Robert S. Faulkner, 
Hollywood Studio Musicians (Chicago, Aldine Atherton, 1971); 
William Bruce Cameron, "Sociological Notes on the Jam Ses¬ 
sion," Social Forces 33 (December 1954): 177-82; Howard S. 
Becker, "The Professional Dance Musician and his Audience, 
American Journal of Sociology 57 (1951): 136-44; C. Lyn 
Cons, "The Jargon of Jazz," American Mercury 38: R> (May 
1936). 
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curriculum. In an article entitled "Black Music Now," 
Dominique-Rene de Lerma questions some of the old beliefs 
and indicates one source of healthy change. 
"Has our attention been geographically 
oriented by a kind of innocent racism, or is music 
finally and completely European? Do we accept 
only those non-European works that conform to our 
vast network of preconceptions? Then let us not 
pretend to be international; let us admit that 
our knowledge is either prejudicial or parochial. 
Black America is going to change this, and we do 
not always have to look to the militant blacks to 
see evidence of this change. 
De Lerma was the motivating force in 1969 for one of the 
first conferences on black music and its place in the cur¬ 
riculum held at Kent State University. His comments are as 
vital today, almost twenty years later, as they were at that 
time. "What we have in the area of Black Music is a wealth 
of immediately important information which is desparately 
needed by educators on all levels, by performers, by 
scholars, and by society."^0 
The old habits of ignoring the importance of black 
music or at least thinking that it should be anywhere else 
hut in school were hard to break. An occurance several 
years ago and a more recent instance point out the attitude 
:a«5>. Dominique-Rene de Lerma, "Black Music Now! Nus i c_ 
Educators Journal 57:3 (November 1970): p. 36. 
‘f+°. Dominique-Rene de Lerma, Reflections on Af ro-Amer icajn 
Music, (Kent State University Press, 1973), p. 330. 
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which may be found 
interview, a music 
comments: 
in black or white administrators. In an 
teacher in the Seattle Public Schools 
“When I first came to this school three years 
ago C1967], I tried to teach a little survey on 
African music. I got in trouble for it from a 
Negro counselor from the central office who said 
that the students were ashamed of it and that they 
shouldn’t have to listen to it. I felt at that 
time that it was something to be proud of. We 
have proved it since. The kids have proved that 
their heritage has value."41 
A more recent example concerns a school named after one 
of America’s great black musicians. The Director of the 
Duke Ellington High School of the Arts in Washington, D.C. 
stated that he had been there for 7 years and that initially 
there was strong resistance to jazz at the school. He, like 
many others, thought it strange that it was not offered in 
the curriculum even though the school is named for Duke El¬ 
lington. At the time, he believed that it was because the 
music faculty were classically trained and wanted to teach 
classical music. Today there is a jazz component at the 
school.4e These two examples illustrate the type of 
resistance to change which educators and their institutions 
*•*-. Quoted in Barbara Reeder, "Afro Music: As tough as a 
Mozart Quartet," Music Educators Journal 56:5 (January 
1970): p. 89. 
-a. CBS, "Sunday Morning," S4 August 1986, Billy Taylor. 
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can have. And these are recent examples. Fifty years ear¬ 
lier it was also known that jazz was misunderstood because 
people were not educated to its value and place in America’s 
mus i c . t*au 
As jazz was brought into the curriculum in the late 
1760s, the transition was an awkward one. There seemed to 
be questions about who was qualified to teach it and where 
was its place in the music curriculum or the curriculum-at- 
large. Eugene Genovese (1971) had one of the strongest 
statements about who he felt should be teaching this music, 
but realized that he may have been asking too much. "The 
Afro-American tradition in music, embracing slave songs, 
spirituals, blues, jazz, and other forms, could probably be 
taught best by a considerable number articulate and cul¬ 
tured, if sometimes self-taught, black musicians and free¬ 
lance critics who are largely unknown to the white com¬ 
munity. But few good universities have ever refused to 
waive formalities in any field when genuine intellectual 
credentials of a non-academic order could be provided."'-'* 
Where the music should be placed seemed to be misunderstood, 
and its purpose in relation to existing music courses seemed 
to be misinterpreted. 
Edwin J. Stringham, "Jazz - An Educational Problem, 
Musical Quarterly IE (19E6): 190-95. 
Eugene D. Genovese, "Black Studies: Trouble Ahead," 
New Perspectives on Black Studies ed . John Blassingarne 
(Chicago: University of Illinois Press, 1971), p. 110. 
l n 
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"It is argued that black music belongs to 
ethnomusicology. But this discipline should not 
be removed from the history-1iterature-musicoTo^y 
complex. Even if it remains distinct, we must 
confess that a Hale Smith or George Walker fits 
into ethnic studies about as comfortably as does 
Donizetti . 
Paul Tanner (1971) investigated how jazz was faring in 
his article "Jazz Goes to College.He found that some of 
the reasons for teaching jazz were: to show the exchange of 
styles and forms between jazz and art music, to demonstrate 
devices used in jazz that are also used in other types of 
music, and to study the contributions jazz has made to other 
musics. Fortunately, he also found that, in most cases, 
"the subject is offered because of the considered value of 
the music itself. ,u+'7 Tanner found that a "History of Jazz" 
course may be taught in Music, Fine Arts, Afro-American 
Studies, Black Studies, even Anthropology, or it may only be 
offered in night school. 
The relevance and importance of jazz to the music cur¬ 
riculum in the 1970s is further explored by Jack Maggarell 
(1977), and his findings are presented as the only article 
a half page in length—in an issue of The Chronicle of High¬ 
er Education. He found that in the ten yea^s from 1964 to 
**■-'. Dom i n i que—Rene de Lerma, "Black Music Now! i— 
Educators Journal 57:3 (November 1970): p. 26• 
****. Paul Tanner, "Jazz Goes to College," Music Educators 
Journal 57:7 (March 1971): 57, 105-13. 
"Jazz Goes to College," Paul Tanner, p. 57. 
1974, the number of institutions offering jazz for credit 
had jumped from 41 to 228. The accompanying statements from 
faculty offer insight into some of the reasons for its 
popularity. They include: "jazz education could very well 
be the savior of music education," "jazz education is a very 
salable commodity," and "jazz bands may be used as a 
recruiting tool."40 In the article, the word "jazz" is used 
49 times. The term "Afro-American music" is used once and 
indicates something else other than jazz. There is no men¬ 
tion of black music or black faculty. The word "black" does 
not appear in the article. Daphne Harrison refers to the 
article above in her contribution, "Jazz: The Serious Music 
of Black Americans." She comments on the use of jazz as an 
'enticement’ to boost enrollments rather than its presenta¬ 
tion for its own artistic merits, and questions whether this 
indicates the continuation of the negative attitudes of the 
1920s, 30s, and 40s. 
The place of the black professional musicians on the 
faculty and the place of jazz, or black music, in the cur¬ 
riculum are among the subjects of this research. Hale 
Smith, one of the participants in this study, had expressed 
Jack Maggerell, "First Try Rock, Pop, and All That 
Jazz," Chronicle of Higher Education, August 15, 1977, p. 3. 
. Daphne Duval Harrison, "Jazz: The Serious Music of Black 
Americans," Western Journal of Black Studies 2:3 (Fall 
1978): 196-201. 
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these thoughts several years ago as he looked forward to 
where we are today. 
"What is to be expected when, inevitably, the 
day of black awareness is past. What does the 
black artist (not to mention the black man on the 
street) do when the fad has lost its popularity? 
Are we expected to sit back while white America 
takes the fertile seeds of our imagination and 
benefits from their fruition again?"®0 
"J°. Hale Smith, "Here I Stand," in Eileen Southern, ed. 
Readings in Black American Music, (New York: Norton, 1971), 
p. 287. See also Margo Jefferson, "Ripping Off Black 
Music," Harper’s (January 1973): 40-5. 
CHAPTER III 
METHODOLOGY OF THE STUDY 
This chapter covers a) the theoretical considerations 
by which the methodology of in-depth phenomenological inter¬ 
viewing was selected and utilized, b) its merit in exploring 
the topic of the experience of black professional musicians 
in higher education, and c) its application in conducting 
the interviews and working with the material. Also dis¬ 
cussed in the last section are some of the important fea¬ 
tures of this study: the Interview, the Participants, Con¬ 
tact and Access, Reciprocity, Anonymity, the Written Consent 
Form, Tape-recording the Interviews, and Working with the 
Materia1. 
The method of inquiry used in this study is a three 
part in-depth phenomenological interview which investigates 
1) the participant’s experience up until the time he or she 
began teaching in higher education, 2) the participant’s ex¬ 
perience from the time he or she began teaching in higher 
education to the present, and 3) the meaning the participant 
makes of the experiences described in parts 1 and 2 as 
he/she reflects on them from this point in his/her career. 
44 
45 
Part I - Qualitative Research and the In-Depth Interview 
This study is a contribution to qualitative meth¬ 
odologies for educational research. Researchers using 
quantitative, or scientific, methods take their models from 
the physical sciences to investigate the social world of 
human interaction. The status of these scientific meth¬ 
odologies within the social studies came about because of 
their continued success in the physical sciences. Thus, the 
prevailing nineteenth century social theory was incorporated 
into what have been called "the institutionalized and 
professionalized disciplines of 'sociology’, 'anthropology’ 
and 'political science’" during the course of the twentieth 
century.1 The result is the common belief of our era that 
knowledge is exclusively based on science and scientific 
methods. These scientific methods are a means of knowing, 
and Smith (1983) makes the point "that (1) we generally do 
think of science as having surpassed, and not merely as an 
alternative to, the other means of securing knowledge, and 
(2) we believe that all sciences, even though they differ in 
level of maturity, are on the same 'track’ because they 
employ the same methods and procedures."*1 They also view 
1. Anthony Giddens, New Rules of Sociological Method:—A Pos¬ 
itive Critique of Interpretive Sociologies (New York: Basic 
Books, 1976), p. 7. 
e. j0hn K. Smith, "Quantitative Versus Qualitative Research: 
An Attempt to Clarify the Issue," Educationa 1—Researcher 
(March 1983), p* 7. 
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the research subjects in the same way so that the subjects 
have now become objects for study. The researcher is ex¬ 
pected to remain detached and independent of these 
subjects/objects, and he should not be emotionally involved 
with or have a particular attitude toward the subject. In 
addition, the social scientist is expected to apply his 
knowledge to predict and control the social world, as physi¬ 
cal science has done over the physical world. The social or 
educational researcher is faced with the combined weight of 
this reputation and the attendant expectations as he seeks a 
methodology which will meet the requirements of his re¬ 
search . 
□n the other side of this issue are qualitative, or 
descriptive, research methods, which have always had their 
proponents, but they did not have their current level of 
credibility and use until more recent times. Roger Hausheer 
(1979) comments on this change in attitude and what may have 
prompted it. "There is a growing feeling that investigation 
of what men have thought and felt, and of the basic ideas in 
terms of which they have seen themselves and framed their 
aspirations, may provide a more luminous source of light in 
the study of man than the established social, political and 
psychological sciences... these sciences tend to leave out, 
or at least play down, something of central importance: 
men are defined precisely by their possession of 
namely that 
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an inner life, of purposes and ideals, and of a vision or 
conception however hazy or implicit, of who they are, where 
they have come from, and what they are at."3 Social re- 
se^rch concerns the behaviors and motivations of people, 
whether they may be acting individually or in a group. The 
researcher is connected to the subjects of his research, as 
we are connected to each other, and he cannot remain objec¬ 
tive. There is a relationship between the researcher and 
what is being researched, between the knower and what he 
wants to know. Social science then, as well as being a 
study of others, is also a study of ourselves. Plato wrote, 
"The life which is unexamined is not worth living." We ex¬ 
amine the lives of others so that we might know our own. 
Max Weber, among others, expressed this as a study of the 
"meaning" that is assigned to social action.'1* As we study 
the meaning of the actions of others, we are actually 
engaged in the pursuit of self-knowledge and ultimately want 
to discover the meaning of our own conduct. 
This study is an attempt to understand something about 
the group through an emphasis on an in—depth understanding 
of the individual. The goal is not to explain behaviors or 
3. Roger Hausheer. Introduction to Aqainst—the Current, by 
Isaiah Berlin (New York: Viking, 1979), p.xvi-xvii. 
Max Weber, The Methodology of the Social Sciences, ed . 
and trans. Edward A. Shils and Henry A. Finch (New York: 
Free Press, 1949) and Robert Bogdan and Steven J. Taylor, 
Introduction to Qualitative Research Methods (New York: John 
Wiley & Sons, 1975). 
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predict them but to describe who these people are, what 
their actions have been, and what is the meaning of those 
actions. This is an 'interpretive understanding,’ what 
Ueber called "verstehen," which comes about by recreating or 
living through" the experience of others within oneself.^ 
To the extent that this is accomplished, the researcher 
comes to know and understand the subject. What was needed 
was an appropriate methodology to the nature of the subject 
and with regard to the relative distance between the re¬ 
searcher and the research subjects. For there is distance; 
although the researcher is interested in the subject and has 
experience as an observer, he remains an outsider to that 
culture. Previous experience, even that of a pilot study, 
has not substantially increased the researcher’s abilities, 
as an observer, to understand and make meaning of the lives 
and work of the participants of this study without their 
considerable cooperation. What has increased is the desire 
to know and understand their lives and work as they under¬ 
stand it themselves — the desire to know who they say they 
are, where they say they have come from, and what they say 
they are at. As the participants speak about their lives 
and work and the meaning they make of them, the researcher 
a. Susan J. Hekman, Weber, the Ideal Type, and Contemporary, 
Social Theory (Notre Dame, Indiana: University of Notre Dame 
Press, 1983), p. 45. 
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can begin to understand the individual experience and can 
a^so see the common themes which are revealed in the collec¬ 
tive experience of the participants. 
In this study, the "knowing" is, as Berlin (1979) de¬ 
scribes it in a discussion of Vico, "a sense of knowing 
which is basic to all humane studies." It is the sense in 
which one knows what it is to grow up black in this country, 
to be a black musician in this country, to be an artist in 
an academic environment, to fight for a cause, etc. This is 
a different sense of knowing than 'knowing that’: ie. know¬ 
ing that certain keys used together may create harmony or 
disharmony, or knowing that Martin Luther King was assas¬ 
sinated on April 4, 1968, or knowing that the staff for mu¬ 
sical notation has five lines. It is also different from 
'knowing how’, ie. knowing how to play the piano, or how to 
operate an elevator, or how to use the telephone. It is a 
sense of knowing which is different from 'knowing that’ or 
'knowing how’. 
It is a species of its own. It is a knowing 
founded on memory or imagination. It is not 
ana 1ysab1e except in terms of itself, nor can it 
be identified save by examples....This is the sort 
of knowing which participants in an activity claim 
to possess as against mere observers: the knowl¬ 
edge of the actors, as against that of the 
audience, of the 'inside’ story as opposed to that 
obtained from some 'outside’ vantage point. 
<*.. Isaiah Berlin, "Vico’s Concept of Knowledge," in Aqainst. 
the Current ed. Henry Hardy, with an Introduction by Roger 
Hausheer (New York: Viking, 1979), p. 117. 
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This knowing or knowledge is accessible to us in dif¬ 
ferent ways. As Hodges (1969) has written, "other people’s 
minds are not known to us in exactly the same way as our 
own, and neither are known to us in the same way as physical 
things.""'" A discussion of methodology then leads back to 
epistemology. How it is that we come to know another mind, 
our own mind, or an object? Can we know them equally well 
and to their fullest extent through the same methodology, or 
does the distinct nature of each require a particular meth¬ 
odology? Uilhelm Dilthey believed that there was a dif¬ 
ference between the methodology of natural science and the 
methodology of human studies. One of the major differences 
was that human beings had "life" and are capable of expres¬ 
sion where objects are not. He felt that expression is in¬ 
dispensable to self-knowledge for it is a necessary aid to 
introspection.0 There is a tendency of experience to find 
expression, and where knowing others is our goal, expression 
is the medium through which we come to know these other 
minds. Introspection is impossible in this case, the mental 
Herbert A. Hodges, Uilhelm Dilthey; An Introduction, (New 
York: Howard Fertig, 1969), p. 11. 
• Discussion of Dilthey views may be found in Michael 
Ermarth, Uilhelm Dilthey: The Critique of Historical Reason 
(Chicago: University of Chicago Press, 1978); Herbert 
Hodges, Uilhelm Dilthey: An Introduction (New York: Howard 
Fertig, 1969); and Rudolf A. Makkreel, Dilthey: Philosopher, 
of the Human Studies (Princeton, N.J.: Princeton University 
Pr ess, 1975) . 
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life of others is not directly accessible to me even in that 
degree in which my own is, and nothing can make it acces¬ 
sible other than an expression which I can perceive and un¬ 
derstand. Dilthey, Husserl, and Schutz have written about a 
curious phenomena whereby an experience expressed by someone 
can evoke a corresponding experience in the mind of an ob¬ 
server. "Though native to another mind than mine, and form¬ 
ing part of a mental history which is not mine, it none the 
less comes alive in me... Upon this foundation all my under¬ 
standing of the other person is built. '"T 
Part II - Meaning: The Phenomenological Approach 
The features of the in-depth phenomenological interview 
are that in Parts I and II, the interviewer asks the 
participant to describe, or reconstruct, the experiences of 
his life, and in Part III he asks the participant to reflect 
on these experiences and to ascribe meaning to them. The 
researcher is thereby extracting as much information as pos¬ 
sible directly from the participant on which he will base 
his analysis and discussion. The participant alone has ac¬ 
cess to his/her own introspection which prompted his/her ex¬ 
pressions. The researcher can know the latter but can only 
know the former through the "assistance" of the participant. 
**. Herbert A. Hodges, Wilhelm Dilthey: An Introduction. (Mew 
York: Howard Fertig, 1969), p. 14. 
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In I_he Phenomenology of the Social World by Alfred 
Schutz, the title is translated from the original German and 
is literally "the 'meaning-construction’ or 'meaningful con¬ 
struction’ of the social world.Schutz believes that 
what makes human beings different is that the actions in 
their lives have meaning which may not be apparent at the 
moment but which grow in significance after the fact as one 
remembers them and has an opportunity to reflect on them. 
The original occurrance of these actions is within a stream 
of consciousness of lived experiences which lack in meaning 
and discrete identity. After the actions have happened one 
may reflect on these things, recognize them, and identify 
them. In this way an experience is lifted out of the stream 
of consciousness and then it aquires meaning. To most expe¬ 
riences meaning may be ascribed in retrospect. They are not 
part of a continuum any longer. One is left with meaningful 
actions and those actions without meaning. Those without 
meaning may only be the result of a lack of thorough exam¬ 
ination as Schutz feels that "none of my experiences is 
entirely devoid of meaning." Where we are in our lifetime 
10. Alfred Schutz, The Phenomenology of the Social Uorld, 
translated by George Walch and Frederick Lehnert (Evanston, 
Ill.: Northwestern University Press, 1967). This book was 
first published in Germany in 1932. The published transla¬ 
tion in English came 35 years later. 
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affects how we recall these events and what meaning they may 
have. Therefore, meaning is very much a factor of age and 
the given point in our career. 
There is a distinction between understanding 'our own 
experiences of the other person’ and understanding 'the 
other person’s experiences.’ Understanding 'the other per¬ 
son’s experiences’ is a goal of the phenomenological inter¬ 
view. The "thou," or other person, knows his experiences 
only through reflective acts of attention which vary from 
one moment to the next and will change over time. The two 
types of meaning are self-explication and interpretation of 
another person’s experience, the "signitive apprehension of 
another’s subjective knowledge."11 Though they may be 
close, they can never be precisely the same; the meaning I 
give to your experiences cannot be the same as the meaning 
you give to them as you interpret them. During the inter¬ 
view there are then simultaneous streams of consciousness, 
"thou" acts occurring which are other than my own yet simul 
taneous with my own. The interviewer is then aware of his 
own actions, which are conducting the interview (making 
notes, monitoring the equipment, attending to possible 
distract ions) and is aware of the expressions of the experi 
ence of the other (and attending to these so that he may 
1 1. Ibid, p.100. 
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question for more detail or for clarification of an 
expression). The interviewee, or participant, is aware of 
his actions which are recalling the events of his life 
(making meaning of past actions and expressing them to him- 
sel^ and the interviewer) and has his own awareness of the 
interview situation (the surroundings and possible interrup¬ 
tions, the interviewer and "Is he attending to what I am 
saying or monitoring the equipment which is recording my 
voice?"). In the face-to-face relationship of the interview 
the thou-orientation is reciprocal. These roles may be 
reversed or exchanged as the interview progresses. In order 
to verify his interpretation of what he has heard, the in¬ 
terviewer may ask questions of the participant to be certain 
that he has understood the expressions as the participant 
intended them. This is one of the salient features of the 
in-depth phenomenological interview. 
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The Methodology of this Study 
The following sections contain the specifics as to how 
the material was collected, analysed, and presented. 
The Interview 
Each interview in this study had three distinct parts, 
referred to as 1, E, and 3. Part 1 concerned the 
participant’s life up until the time he or she began teach¬ 
ing at a college or university and included home, family, 
relatives, friends, school, teachers, early music experi¬ 
ence, and development or a professional identity. This part 
of the interview was the most like an oral history. It in¬ 
volved looking back and reconstructing the experiences of 
the past. Part E concerned the participant’s life from the 
time he or she began teaching and included the reconstruc¬ 
tion of these experiences up to the present. This included 
teaching and advising students, administrative duties, con¬ 
tact with other artists, and continued career development. 
Part 3 focused on the meaning these experiences had for the 
participant.1'™ This was the portion of the interview during 
:l£->. This same format was used in studies of community col¬ 
lege faculty. See Earl Seidman, Patrick J. Sullivan and 
Mary B. Schatzkamer, "The Work of Community College Faculty: 
A Study Through In—Depth Interviews," report to the National 
Institute of Education, September, 1983; Earl Seidman, I_n 
the Words of the Faculty: Perspectives on Improving Teaching. 
and Educational Quality in Community Colleges (San 
Fransisco: Jossey-Bass, 1985). 
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which the participant looked back at the experiences related 
in Parts 1 and 2, reflected on these, and expressed what was 
their meaning to him or her from this new vantage point. 
Jdeally the three parts of the interview should be 
separated by a few days to a week. This allows time for 
reflection on the experiences which is an aid to deriving 
the meaning of them. Whenever possible, the interviews were 
conducted in this way. 
Parts 1 and 2 of the interview used a combination of 
what Patton (1980) refers to as the Type I interview, (The 
Informal Conversational Interview) and the Type II interview 
(Interview Guide Approach).13 That is, there were certain 
topics on which the participant was encouraged to speak as 
they came up during the interview. A chronilogical order 
was also desirable. Guided by the interviewer, the 
participant then spoke about the course of his/her life and 
the associated feelings about that, putting emphasis accord¬ 
ing to his/her own experience. 
In actuality, much of this had been prearranged; the 
topics and issues which were likely to be covered were 
determined to a large degree by the selection of the 
participants which is discussed in the next section. In 
order to gain their participation, I had to reveal what the 
i:a. Michael Quinn Patton, Qualitative Evaluation—Method 
(London: Sage Publications, 1980), p. 197—198. 
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topic was and why I wanted them to take part (see the Con¬ 
tact and Access section, this chapter). As a result, much 
of the direction of Parts I and II of the interview was al¬ 
ready established before I even arrived to conduct the first 
part of the interview. It was the third part of the inter¬ 
view, the making meaning and expressing the meaning of those 
experiences, which was the most phenomenological because it 
was the continuation of the dialectic which had developed 
during the first two parts of the interview and which was 
guided very much by the responses of the participant. As 
the number of participants and the corresponding completed 
interviews grew, I developed a sense of what might be dis¬ 
cussed, but as each interview focuses on the experiences of 
an individual and each is distinct from the one before or 
after, there was no way for this researcher to know what 
would have meaning to the participant or how it would be ex¬ 
pressed by him or her until that part of the interview was 
taking place. 
The Participants 
The participants were selected on the basis of the two 
criteria for the study — they were professional musicians 
involved with university teaching. Many are jazz musicians. 
There are also included two composers, two classical 
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pianists, and a gospel music vocalist. The total number of 
participants was fourteen, which includes eleven men and 
three women. 
The participants were located in the Northeast, with 
the exception of one who was in Los Angeles. Of the remain¬ 
ing fifteen, ten did their teaching primarily in the New 
England area, two in New York City, one in Philadelphia, and 
two in Washington, D.C. 
Eleven of the participants taught full-time; one had 
recently retired from a tenured position, seven had tenure, 
and three would be eligible for tenure in the near future. 
Five participants taught in part-time positions; three held 
part-time positions at two institutions. The participants 
were : 
BILL BARRON 
Professor and Chairman of the Department of Music, 
Wesleyan University, Middletown, CN. 
Tenor Saxophone. 
MARION BROWN 
Part-time faculty at Bowdoin College, Amherst College, 
and the University of Massachusetts/Department of 
Continuing Education. 
Alto Saxophone, Author. 
JAKI BYARD 
Part-time faculty at New England Conservatory, Boston 
and Hartt College of Music, Hartford. 
Piano. 
STANLEY COWELL 





Assistant Professor of Music, Long Island University, 
Brooklyn Campus, 
Piano and Electronic Keyboards. 
BILL DIXON 
Professor of Music and Chairman of the Black Music 
Division, Bennington College. 
Trumpet. 
NATALIE HINDERAS 
Professor of Music, Temple University, Philadelphia. 
Piano. 
BILL PIERCE 
Assistant Professor of Music, Berklee College 
of Music, Boston. 
Tenor Saxophone. 
HILDRED ROACH 
Professor of Music, University of the 
District of Columbia. 
Author, Piano. 
MAX ROACH ‘ 
Adjuct Professor of Music, 
University of Massachusetts, Amherst. 
Drums and Percussion. 
ARCHIE SHEPP 
Professor of Afro-American Studies, University 
of Massachusetts, Amherst. 
Tenor and Soprano Saxophone. 
HALE SMITH 
Professor of Music, University of Connecticut, Storrs 
Recently retired. 
Composer and Arranger. 
FRED TILLIS 
Professor of Music and Director of the Fine Arts 
Center, University of Massachusetts/Amherst. 
Composer, Soprano and Tenor Saxophone. 
PEARL UILLIAMS-JONES 
Professor of Music, University of the District 
of Columbia. 
Gospel Music Vocalist and Accompanist. 
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Contact and Access 
Five of the participants were known to the researcher 
and were contacted in person at their office or home. Six 
had been met previously at musical events, and five were un¬ 
known until the time of the interviews. They were contacted 
first by telephone where I identified myself, described the 
study to them and invited them to participate. This was 
followed with a letter thanking them for their consent, and 
which provided further description of the research and the 
nature of the three-part interview. 
In many instances, participants were very helpful in 
suggesting other musicians who I might want to include in 
the study and gave me telephone numbers or addresses so that 
I might contact them. My previous contact with many of the 
participants as well as this additional help and encourage¬ 
ment were invaluable in gaining access to these professional 
musicians. The few instances when interviews were denied 
usually were situations where I had no previous contact with 
the person and where I also had no endorsement from a col- 
1eague. 
Reciprocity 
It is clear that the researcher had much to gain from 
the artists who were willing to share their time and experi 
ence and thoughts on their lives. But what did they get 
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from the interaction? The most common response which the 
participants were willing to share with me indicated that 
there was a sense of shared commitment with their peers to 
tell the story of what it had been like for black profes¬ 
sional musicians teaching in higher education. Many said 
they had not been interviewed specifically about their 
teaching experience although they had been interviewed many 
times before* and that this was a story that they wanted to 
tell. In return, this study offered them an opportunity to 
speak about their experience with a commitment from the re¬ 
searcher that their stories would appear 'in their own 
words.’ This relates to the issue of anonymity which is 
discussed below. 
Anonymity 
A consideration during the proposal of this study was 
the question of protecting the participants’ anonymity or of 
disclosing their identities. Whether their identities would 
be known was an issue that had to be resolved and accepted 
before the interviews began. As far as the participants 
were concerned, all had been interviewed before precisely 
because of who they were so anonymity was not an issue to 
them in the same sense as it was contemplated by this re¬ 
searcher . The question was whether they would be as open in 
speaking about their experience, particularly their present 
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teaching situation, if their identities were known. As this 
was a study about the nature of being both a professional 
mus*c*an anc* a teacher, it was determined that the 
identities of the participants were essential to the charac- 
^er" and importance of their comments. Therefore, their 
identities would be known, and they would be so advised in 
the Written Consent Form (see Appendix). 
Where and When: Appointments 
When scheduling the interview, I requested a time and 
place which would be as free as possible from interruptions 
and distractions. It was also important for the interview 
to be at a time that was convenient for the participant to 
ensure a relaxed atmosphere. Ten interviews were conducted 
at the participants’ homes, five were conducted at their of¬ 
fices, and one was begun at the participant’s office and was 
completed at his home. The interviews were always arranged 
to accomodate class schedules and private lessons. All were 
held during the week, Monday through Friday, and only one 
part of one interview was held at night. Most of the ap¬ 
pointments were kept as initially arranged. When this was 
not possible, the participants were most generous in res¬ 
cheduling and accomodating my needs. 
63 
The Written Consent Form 
Before the start of the interview each participant was 
asked to read a Written Consent Form which described who I 
was, how the interviews would be conducted, that they would 
be recorded on audiotape, and how the interview material 
would be used. As the participants gave their consent, the 
forms were dated and were signed by the participant and the 
researcher. There were no instances where permission was 
denied at the time of the interview, although one of the 
participants restricted the use of the material to the dis¬ 
sertation only. A few of the participants requested at that 
time that they be sent copies of the complete audiotapes. A 
copy of the Written Consent Form appears in the Appendix. 
Being There: The Process 
This was the most exciting part of the study: actually 
being with these great artists and sharing their time with 
them. I had to remind myself that I was there for a 
specific purpose and that, as a researcher, I was obliged to 
make each interview the best that it could be. The intet 
views demanded great concentration in order to attend to the 
content of the interview as well as the processes which 
would retain it for later use. These included monitoring 
the tape recorder, and taking notes during the interview to 
cover things which might be unintelligible on the tape and 
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to keep our place should we be interrupted. I frequently 
felt both exhausted and elated upon completion of an 
interview; the experience was so draining and the material 
50 rich. As the number of completed interviews grew, I 
felt that my skills as an interviewer were improving. This 
is reflected in the quality of the later interviews. 
Tape-Recording the Interviews 
Written permission to record the interviews was ob¬ 
tained from the participant before the start of the inter¬ 
view (see Written Consent Form in Appendix). All of the in¬ 
terviews were recorded on audio-cassette tape. The tape re¬ 
corder, microphones, and cassette tape were all of high 
quality to ensure the best possible sound under a variety of 
ambient conditions. Additional tape cassettes, extension 
cords, and an extra microphone were carried with the equip¬ 
ment. Copies were made of all original tapes upon returning 
home from each interview.^ 
‘'•For more information on this topic, see Edward D. Ives, 
The Tape-Recorded Interview, (Knoxville: University of Ten¬ 
nessee Press, 1980). 
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Working With the Material: Transcription 
The original interview tapes were duplicated on high 
quality audio cassettes, and copies were made as needed and 
sent to the participants who had requested them. The 
originals were then stored and the copies were used for the 
purpose of making a written transcription as tape tran¬ 
scribing equipment tends to put great strain on the tape and 
the tape transport mechanism. 
All of the transcribing was done by the researcher. 
This was time-consuming, as the taped interviews averaged 
about four hours in length, but rewarding in that it gave 
the researcher an opportunity to hear the complete interview 
and review the content. This expedited the analysis of the 
material when that phase of the research began. The written 
transcript was typed directly into a computer using a word 
processing program, and the transcripts were stored on 
floppy disks. Thus, the complete transcript of each inter¬ 
view was typed only once and from that point, all editing, 
assembling, and correcting functions could be carried out on 
the computer without having to retype any of the original 
document. The original transcripts averaged eighty to nine¬ 
ty pages in length. 
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Working With the Material: Analysis 
The printouts (hard copy) of the complete transcripts 
were then reviewed and edited by the researcher. Notations 
were made on the transcripts for two separate purposes: 1) 
to prepare the separate profiles focusing on each artist’s 
life, and £) to discover and extract the common themes among 
the interviews so that they may be discussed in relation to 
the participants’ experiences. 
The first objective was to edit the transcript to a 
manageable length in order to present an individual profile 
of each artist in his or her own words. Therefore, all of 
the researcher’s comments were removed, as were repetitions 
and extraneous material from the participant. Even some 
material which was once thought noteworthy could often be 
taken out of the final draft without seriously impairing the 
natural flow of the material and its comprehension by the 
reader. It seemed at times as though this was a collabora¬ 
tive effort of researcher and participant in order to pres¬ 
ent as clear a picture as possible of the artist’s life and 
work. The completed participant profiles are found in Chap¬ 
ters IV and V. 
The second objective was to note various themes which 
occurred in the interviews in order to become aware of the 
experiences which the artists had in common with one anoth 
er. As these common themes became clear, the pertinent ex- 
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cerpts of each participant were filed under the appropriate 
category. They could then be included in the discussion of 
these themes. The major topics included: experience in 
Europe, the division between jazz and classical music, the 
recruitment of musicians and the motivation to go into 
teaching, the balance of academic and music career demands, 
working with students, and working with colleagues. Discus¬ 
sion of these topics is included in Chapter VI. 
The schedule for this study was as follows. First the 
prospective interviewees were contacted, the research was 
described, and the interview appointments were scheduled. 
The Uritten Consent Form was discussed and signed by both 
the interviewer and the interviewee at some point before the 
beginning of the first interview. The interviews were then 
carried out and copies of the original tapes were made. 
These parts of the interview process overlapped one another 
from one participant to the next so that the interviews 
could proceed as quickly as possible. 
At the completion of all of the interviews, the tran¬ 
scription and analysis phases of the study began. Each in¬ 
terview was completely transcribed before the analysis of 
that interview was carried out. Here again, these phases 
overlapped so that the analysis of an interview with one 
participant could begin before another had been transcribed. 
The analysis and the development of the participant profiles 
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were two separate activities and, where possible, were 
carried out using two separate copies of the written tran¬ 
script. It was advantageous for the researcher to be able 
to concentrate on the interviewing phase and then move on to 
the analysis phase, as these phases demanded different 
skills and different degrees of concentration. Even within 
the analysis phase, there were different requirements for 
composing the individual profiles and analyzing the experi¬ 
ences of the participants as a group. 
CHAPTER IV 
PARTICIPANT PROFILES - JAZZ ARTISTS 
This chapter and Chapter V present profiles of the in¬ 
terview participants in their own words. Chapter IV 
presents the profiles of those participants whose careers 
have been devoted primarily to the composition and per¬ 
formance of jazz. Chapter V presents the profiles of those 
musicians who are known primarily through their work in 
classical music? and there is also included one profile of a 
gospel music performer. These three categories—jazz, clas¬ 
sical? and gospel music—were chosen because they were used 
by the participants themselves to distinguish one person’s 
work from another? and they are commonly used by others in 
the music field. It is understood that they may not ade¬ 
quately reflect the multi-faceted abilities of the musicians 
who took part in the study. In certain instances—those of 
Hale Smith, Stanley Cowell, and Clyde Crinei-the artists 
have worked in more than one domain. They have been in¬ 
cluded under the heading which describes the majority of 
their work up to the time that this study was completed. 
The musicians/facu1ty members in this chapter are known 
for their work in the jazz field. They have performed and 
recorded under their own names and with other well-known 
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artists. Each musician is identified with a brief introduc¬ 
tion. This is followed by the profile in the words of the 
participant. The profiles include both full-time and part- 
time faculty. Full-time faculty are Archie Shepp, Bill 
Dixon, Stanley Cowell, Bill Pierce, Bill Barron, and Clyde 
Criner. The part-time faculty are Jaki Byard, Max Roach and 
Marion Brown. The profiles are presented chronologically 
accorciin9 to the date of birth of the participant. Analysis 
and discussion of these artists5 teaching careers, with quo¬ 
tations, will be found in Chapter VI. 
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JAKI BYARD — piano* composer 
Jaki (John A., Jr.) Byard was born in 1922 and was 
raised in Worcester, Massachusetts. In the late 1940s and 
1950s, he lived and worked in Boston. There he attended the 
Shillinger School, known today as Berklee College of Music. 
Byard moved to Hollis, New York, near New York City in the 
late 1950s and still lives there today. He has taught at 
Southern Massachusetts University, The New England Conserva¬ 
tory of Music and at the Hartt School of Music, University 
of Hartford. Jaki Byard has recorded under his own name and 
with Eric Dolphy, Sam Rivers, Rahsaan Roland Kirk, Charles 
Mingus, Eric Kloss, Booker Ervin, Booker Little, and a group 
which he directs, the Apollo Stompers. 
PROFILE 
In 1922, that’s my birth, and that’s the birth of the 
recording industry. Ragtime—"rent-style" piano playing 
they called it—was very popular then. I started taking 
piano lessons in 1925. That included Bach Inventions, 
Chopin, Beethoven, and Schubert. These are the compositions 
that I had started learning. A teacher showed me how to 
play them, and I did play them from 1925-1928. Her name was 
Grace Johnson Brown. I always like to mention her because 
she is the one that really gave me the skill to become a 
musician. 
Then in 1929, the Crash. Quite naturally, that dis¬ 
rupted the plan of my family to continue my training in cul¬ 
ture. However, I used to fool around with the piano. That 
was a piano that my grandmother received as a present from a 
theater house because she used to play piano for silent 
movies. When the "talkies" came in, they got rid of the 
piano. They gave it to her, and she gave it to my mother. 
She used to come there and play, my mother played, I had 
cousins that played and friends of cousins that played. I 
started taking lessons and all of a sudden, I started play— 
i ng . 
I had an uncle also, Uncle Dave, and he played piano. 
It was in the form of what they call Ragtime. My father 
used to play baritone horn in a marching band, and he was 
also a cornet player. So we had these instruments around 
the house. And it was at that time that I became interested 
in the melodic instruments. The trumpet—because it was 
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around the house—I fooled with 
it. Trombone) baritone horn: he 
and I learned how to play them. 
it and learned how to play 
had shown me the fingering 
* 
We had a thing called Entertainment Club at a Boys Club 
of Worcester, Massachusetts. I used to take boxing and 
swimming, movies once a week, all that kind of stuff. Then 
we had an entertainment club and that more or less started 
my career. I was becoming involved in popular music, more 
or less, and playing the pop tunes of that day. "You Used 
to Call Me the Dog," that was one. "Sit Down and Write 
Myself a Letter," that was popular then. You’d hear that 
over the radio all the time. 
After the Entertainment Club, then there was a group of 
guys that were in high school. A guy named Doc Kentros, he 
was interested in forming an orchestra. He called his or¬ 
chestra Doc Kentros and his Syncopators of Rhythm. That’s 
the first major orchestra in which I became involved with 
popular music. He gave me "Sit Down and Write Myself a Let¬ 
ter" to bring home to learn and that’s how I started to 
learn how to read, more or less. 
We were in high school by that time. I finally got out 
of grade school because I had a problem—I used to daydream 
and always think of music. I finally got to high school. 
You have to walk three miles each way, six miles a day. So 
we had our exercise. I guess that’s why many of us are 
healthy today. We’re still here, you know. If you grow up 
in those small towns, you’re not bused to school, you know. 
Then after school, we’d go back to the Boys Club; that’s an¬ 
other two miles, so that’s another four miles. You’d walk 
an average of ten to fifteen miles a day for your extracur¬ 
ricular activities, social activities. I always attribute 
that to the longevity of some of us, and strong, strong 
stock . 
Then there used to be an orchestra called Freddie Bates 
and His Night Hawks. This is when I became involved in the 
more creative aspects of playing popular music. In the 
other band the pigmentation of the musicians was light. 
This was one where the pigmentation was dark. I’m changing 
the literature. So the pigmentation of the musicians that 
were dark, I became involved with them. I played trumpet 
with that band for almost a year at the age of sixteen. 
By this time we were listening to Benny Goodman and 
Count Basie. Worcester used to be part of the itinerary for 
show business at that time. All the shows and acts used to 
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come to Worcester. We became involved with listening to 
Louis Armstrong and going to see Basie when they come 
through, [Jimmy] Lunceford, Baron Lee and that whole crew. 
And then finally up to Woody Herman, [Stan] Kenton, they all 
used to come through Worcester. 
Now we used to listen to these orchestras over the air 
from e1 even—thirty to two at night. I used to listen to 
them anyway, but everyone was asleep and they used to say, 
’ shut the radio off, what are you doing?" I’m listen¬ 
ing to all these bands and they’re cooking, you know. This 
was the National Broadcasting System and they used to broad¬ 
cast all the different orchestras throughout the country 
that were playing in these hotel ballrooms. Ellington used 
to play a great deal in these hotel ballrooms. Of course, 
"Fatha" Hines: from the Southland in Chicago, Benny Carter: 
from some ballroom in California, [Jimmy] Lunceford: he was 
very popular at that time. 
I used to go to Boston periodically to check out the 
big—city musicians. They used to have dances at Symphony 
Hall in Boston on Thursdays: Maid’s Night Off. People with 
the darker pigmentation used to come there to socialize. 
And we used to go there to hear Lunceford, "Fatha" Hines, or 
we’d go to Eggleston Square Ballroom to hear Fats Waller, 
Basie. Of course in Worcester, there were about ten dance 
halls, I’ll never forget it. They had a place called White 
City on Quinsigamond Lake with four dance halls, one on each 
side of this highway, Route 9, one on this side of the lake 
and one on this side. That’s when dancing was in vogue. 
I was drafted in '42. And that curtailed the ac¬ 
tivities at home. I wanted to go to Fort Devens. In Fort 
Devens there was a trumpet player, Jack Warrick was his 
name, he used to play with Dizzy. We talked with him and 
tried to get in the band. We tried and nothing happened. 
Before we knew it, we were gone. We thought we were going 
to California and we ended up in Alabama. Alabama. It was 
a brand new camp, nothing but red clay. They didn’t have 
anything there. 
About two weeks later, we heard some music. The 
soldiers of that lighter pigmentation were on that side, 
soldiers of darker pigmentation were right in the middle, 
soldiers of lighter pigmentation on that side. So we were 
here in the middle and we could hear an orchestra or band 
over there and a band here. We didn’t have one. Fortunate¬ 
ly there was a guy from Arkansas, a guy named Lonning, a big 
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guy. He came around to all the 
out if there were any musicians, 
band together , a marching band 
trombone, first line. 
Now this is when I became 
for a larger group. We didn’t 
involved in writing the march 
get any music for about eight 
middle of all this. Now this 
plete discrimination. It was 
had our music to deal with. 
barracks and wanted to find 
Finally we got sort of a 
I got in the band playing 
involved with orchestration 
have any music so I became 
music for the band. We didn’t 
months. Here we are in the 
is during that period of corn- 
pretty hectic. Fortunately we 
When I went into the army, that’s when I really got 
into learning the techniques of music and improvisation and 
orchestration. I started to study the music that I was 
playing which I never did study. And I was starting to 
learn how to play my scales; I didn’t even know how to play 
then. When I went in the army, it might have been a 
blessing in disguise. I started to study Stravinski, 
Debussy, Bach, everything. 
None of us liked what we were doing because being in 
the army at that time...as a matter of fact three or four of 
us spent a great deal of time in the stockade. We used to 
go into town in the wintertime, we used to sit in the front, 
and we always used to get busted by the MP’s because they 
would say we didn’t belong in the front. And we said, "Well 
what the hell, we’re fighting for our country." So we got 
into that thing. We were into Civil Rights then and they 
didn’t even publicize it. It was never in the media. 
Anyway, that caused me to study more because on the 
weekends, I never had weekends; we spent weekends in the 
stockade. 
We had a little dance band there too, so I ended up 
writing for that band and involved in orchestration there. 
From there we were shipped to about three or four camps be¬ 
cause of our behavior. We finally ended up in Camp Gordon 
Johnson, Florida and it was on the Gulf of Mexico so we said 
the hell with it. We were out on the shore so we were 
straight. From then on everybody started to cool down. 
We’d see palm trees and the sun all day long. There was an 
air field too because they used to transport us to dances. 
We were becoming a little complacent then because the life 
was different then. We didn’t even wear our uniforms half 
the time which was against army rules. And we’d end up 
riding to a lot of gigs in airplanes and all that stuff, so 
we were having a ball. 
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Then Be Bop came in. That was what they called it back 
in the early '40s. That’s when I was introduced to "the 
street," to Fifty-Second Street. On furloughs, Kenny 
LClarke: introduced me to guys like Diz CGillespie]. Ernie 
Washington had come out of the army, he was in New York. He 
and I used to get together and exchange ideas about the 
piano. He’s sort of one of my great influences, too. When 
we came home on furloughs we used to go to Washington D.C., 
Philadelphia, New York. I would come home to Worcester and 
then back to New York, and back to Philly, and back down. 
being discharged, that’s when I decided to spend 
some time in Boston. I ended up at Izzy Ort’s on Essex 
Street. That used to be the main club with one of the best 
bands down there. Worcester had declined as a capitol of 
music then because all the bands had disbanded and nothing 
was happening. I ended up in Boston, becoming associated 
with a guy named Hooks Ward, a trumpet player. We used to 
play for people like Sammy Davis, when he was a kid, Will 
Massen, Danny Kaye, Penny Singleton, all these people. 
That’s when I decided to go to school. I went to 
Schillinger, which changed to Berklee so my allotment for 
that fell through. That was the end of that. Then I went 
to another school, Conn Music School; that fell through. 
Then I had an audition to get into a couple of schools which 
I failed. I didn’t make it so that’s when I really decided 
to get into studying music and the technical aspects of 
music. I used to spend all my time in the library. Schil¬ 
linger, orchestration, Piston: I started studying those 
books. And I started to devise my own particular approach 
to becoming involved with music composition. 
This brings me up to playing in Boston with people like 
Charlie Mariano. We had become involved in that and we 
called it a workshop. I think we had one of the first jazz 
workshops. This was right across the street from Storyville 
so at that time we had a chance to listen to all the bands 
that came through. Then I decided to get a studio. I had a 
studio on Newbury Street which I had for about three or four 
years. It was half a block away from where Berklee used to 
be. In the late forties I ended up with Ear 1 Bostic’s Or¬ 
chestra, playing piano with him for about two or three 
years. 
In the '50s that’s when I started playing solo piano. 
Actually it was "cocktail piano." I was at the High Hat 
playing opposite Woody Herman. I complained to the night 
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club owner, I said, "These people don’t respect me." I 
thought I was an artist, you know. He said, "Well, you’re 
playing background music, Jaki." That’s when I finally ac¬ 
cepted the idea of being a cocktail pianist. If something 
would mess up, I’d go free, I’d do anything. That started 
my eclectic approach. I’d play a Bach Invention and say, 
The heck with it" because they’re not listening. So I’d 
put that in my program. It was a solo concert and it goes 
over . 
I moved here and went with Maynard Ferguson in 1958-59. 
Then in 1960-61, I met Eric Dolphy and recorded with him. 
It was through Eric Dolphy that I started my recording 
career. I did Outward Bound while I was with Maynard 
Ferguson, 1961-62. Then in 1963, '64, '65, '66, I went with 
Mingus. I left Mingus in 1968, and went back with him in 
1969 and '70, then left him again. I went back with him 
again in 1973. I went back with him periodically to do con¬ 
certs, which was a great experience being with a musician 
that good because we’re practically the same age. We ac¬ 
complished a great deal for his ego more or less, to become 
involved in his concerts, his concept and his music. It 
didn’t help my music at all, but it did help my feeling for 
unity, to become involved with a unified situation. 
I met Eric Dolphy in 1959. We got together, and he 
used to play his alto and I’d play my alto. I never got 
into where he was going, but we would discuss the musical 
situation, and it was always at an advanced level. You 
could tell by his playing — I’d say he was the link between 
Bird and the next innovative person that’s going to be in¬ 
volved in the evolution of the styles of alto. It hasn’t 
happened as yet really. I haven’t heard it yet. That year, 
being associated with Dolphy was one of my greatest experi¬ 
ences. He turned me on to the recording industry, becoming 
involved in recording, and documenting my music. I take 
great joy in hearing it, and he’s the one responsible for 
it. That started my recording career which was at the age 
of forty, which is kind of late in the business, very late. 
I met Mingus through a former student of mine, Don 
Ellis, the trumpet player. He had played with Charlie 
Mingus, and he said, "Why don’t you play with Charlie 
Mingus, I hear he’s looking for a piano player." I went 
down to the "Showplace" and played for him, and he still 
didn’t get me. Finally Charlie Mingus called me up one day 
and said, "You want to play?" I said, "Okay, and I ended 
up going to the Five Spot with him. He knew my music, knew 
77 
nLooV ^Ver 3d 3 Pian° Player because he played 
hi hart imSS p F'nally he decided to get a piano player so 
he had Horace Parian, Roland Hanna and then he finally got 
me. I stayed with him the longest; I tolerated his nonsense 
a^j yearJ' rt Was a gOQd association With him. 
And that.s through understanding him as the musician he was. 
I said, I m going to stay here because it’s good." 
I went to Europe with Mingus and from then on I’ve been 
going to Europe. I started doing my own booking to Europe. 
When I was with Mingus all the booking agencies would ask me 
would I like to come over with my own thing. It wasn’t 
until about four or five years later, after I had made about 
five or six albums and after I left Mingus, that I decided 
to go to Europe on my own. Then I started going to Japan 
and all over, I did the whole bit, on my own. Some of the 
first solo concerts were Oslo, Norway and Berlin back in 
1965. Since '65, I’ve been doing solo concerts and record¬ 
ing. I’ve got about seven solo albums out. 
I ended up in this place called Woodward Private 
School. That was lower academia. Then finally Harvey Phil¬ 
lips called me from the school in Boston and asked me to 
come up there. 1969. John Lewis was supposed to take that 
position but he cancelled out so they called me. New Eng¬ 
land Conservatory. I was teaching piano, supposedly jazz 
piano. I was a part-time faculty member. I became a member 
of the Musical Advisory Board for the Elma Lewis School of 
Fine Arts. And I taught at Southern Massachusetts Univer¬ 
sity about three years, too. Popular Music and Jazz: that’s 
what I taught, how it was related to Ellington, Paul 
Whiteman, up to now. At all these schools I was just part- 
time faculty. 
Being involved with education and the few musicians 
that I had recorded with, like [Eric] Dolphy, [Maynard] 
Ferguson, Booker Ervin, and [Charles] Mingus—being with 
these musicians brought my popularity into the institutions, 
especially New England. Then a lot of the musicians 
[students] who came there they didn’t know who I was. They 
just said Jaki Byard, study with Jaki Byard, and that’s it. 
They didn’t even know who the hell I was until they got 
there, and they finally said, "Oh, you’ve got records out 
too?" So I have to show them, and finally they go home and 
they start to listen. Now most of the musicians are very 
well educated because the teachers in the school are start¬ 
ing to teach this type of historical approach as far as pop¬ 
ular music is concerned. 
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At the Conservatory, I had a course, they had about 
fifty million names for it. First it was Orchestration. 
Then they called it Arranging. Then they called it Jazz Lab 
rchestra. It had a thousand and one names. I would rather 
call it Orchestration. That is the big problem that we have 
in some of these institutions, is the title that they give 
to what we’re doing. It was supposed 
I don t teach Jazz Piano. I’ve never 
play jazz. I regard all the students 
with as potentials in improvisation. w_ _ _ ui ^ 
give them the tools of the art of improvisation, composition 
and theory as it is related to what they are trying to do, 
and which they call jazz. This is what I teach. I never 
did teach jazz. I don’t consider myself a jazz teacher. I 
can t use that term as far as what I’m doing out of respect— 
ability. I teach music. And it is: improvisation, composi¬ 
tion, theory, everything, because the minute people come 
there I give it to them. 
to be Jazz Piano, but 
taught anybody how to 
that I’ve ever dealt 
I just teach them and 
The students come to these schools to learn what music 
they want to learn from musicians of our caliber. The fact 
that they come there for it, for some reason or other, 
they’re not regarded as students in the same category as the 
students that come there to train for symphony orchestras, 
for education and that type of situation in academia. These 
students should gain that respect. I usually tell them, 
"Just come here and get what you can out of the institu¬ 
tion." That’s the way it has been since the beginning with 
those that want to learn and want to become involved with 
certain categories of music. It happened to Debussy; he 
left school because he wasn’t satisfied. It happened to 
Beethoven. And so we have to do the same thing. Once they 
get over that feeling, then they’re alright. 
With me, it’s alright. It doesn’t bother me that much. 
It doesn’t bother me to the point that I become disturbed 
with their activities: the way they act toward those 
musicians. They don’t have half the talent that we have. 
They have talent but they don’t have half the talent that we 
have as musicians that are involved in the art of improvisa¬ 
tion. That’s trying to look at it in a much more positive 
manner because it is a very negative situation. 
At the same time that Jackie McLean was up there CHartt 
School of Music], I was asked to come up there also to be¬ 
come involved with the school . They wanted me to move to 
Hartford. Finally Jackie went up and became involved. Then 
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I Jackie called me C1973] and I've been there ever since, 
was to teach so-called jazz piano to the students. And I 
had classes of, they call it jazz lab, I think. The class 
that I have now is supposed to be like a repertory company 
or something like that. It has to do with me giving them 
the repertoire of the Apollo Stompers. I formed the 
repertoire of the Apollo Stompers when I started at New Eng¬ 
land. It’s been building ever since 1969. 
CAt Hartt] it’s usually four or five private students, 
and then I deal with the ensemble. It’s pretty interesting 
too. Some good musicians come out of it. I’m a little dis¬ 
satisfied with some of it. It seems like a very small pei— 
centage really get into what they’re supposed to get into. 
The only discouraging fact about today’s students is that 
they don’t have the courage and the aspirations that the 
students had years ago. I’m talking about the students that 
came out of the schools like Lunceford’s Orchestra; they 
were students. Half of Basie’s Band were students. Half of 
Goodman’s Band were students—all the bands then. And they 
were at the same age that our students are now. 
The so-called student is not a student to me; he be¬ 
comes automatically a colleague, as part of us. UJe are as¬ 
sociating because we are dealing with improvisation, and im¬ 
provisation means that the act of a mentor is not even in¬ 
volved. In other words I see the student as an associate, 
not a student. All the students that come here, they become 
associates to me because they already know how to play. All 
they want to do is discuss further details in the academics 
of music. That’s the way I look at them. 
The associate that I become involved with, automatical¬ 
ly their grade is A, or Pass. Now at one time that school 
used to have that type of policy, Pass or Fail, which I to¬ 
tally agree with. The pass/fail grading system is good, es¬ 
pecially for people that are involved with improvisation, or 
the creative arts. Either you do it or you don’t. The 
failure usually happens when the associate doesn’t attend, 
as far as I’m concerned. If he is absent around three or 
four times that means he’s a failure in my books. He’s not 
there. Six or seven times and not there, that means that 
you’re not interested. You’re smoke screening everything 
that you’re doing to go to school so therefore that means 
you’ve failed. That’s the only thing that I’ve become dis¬ 
agreeable on. 
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with Usually at any of those institutions I became involved 
with my associates, period. Maybe once in a while one of 
the faculty members might want to do something here and 
there, and I collaborate with them. But as a rule not too 
many of them because they were more interested in what they 
were doing. It’s usually true that if these so-called stu¬ 
dents were involved with the other faculty member, then I 
would become involved in their program or something like 
that. 
As far as programming is concerned, for the musicians 
Con the faculty] to perform as a performing musician, we 
don t get enough of it as it is. It stands that way in most 
of the schools, most of the institutions. The musicians 
that are involved with improvisation or jazz as you might 
call it, they do not get enough performance time. Now how 
many times do you see a string player sitting up there with 
this ensemble or that ensemble. They’re up there at least 
three or four times a month. The so-called jazz musician is 
up there about once every semester, twice a year, when they 
should perform as much as the other musicians. Now this 
happens. They don’t get the respect that they’re supposed 
to get and the attention that they’re supposed to get be— 
cause the fact that they’re involved in improvisation, or 
"jazz" as they put it. 
This is something that we tried to do the last time I 
was in Isreal. We tried to explain to the people running 
these concerts, "Don’t associate what we’re doing with jazz 
until the end. "It will be a night of music. "State that 
it’s a 'Night of Music by Jaki Byard,’ a concert of various 
styles of music, and then at the bottom of the ad put down 
Popular, Jazz, etc. Consequently we succeeded in what we 
wanted to do. The houses were packed, and we got more of a 
diversified audience to come in. Liberace plays music and 
he’s involved with jazz too, but you don’t ever see it. You 
don’t ever see "Jazz," it’s just Liberace playing his 
music. Yet he’s involved with jazz almost half of the con¬ 
cert. He’s playing a little Ragtime, Harlem stride, popular 
music, but you don’t see "Jazz." You understand? The 
minute the word "jazz" is mentioned, which like I say, it 
doesn’t turn me off, and I don’t even mind being called a 
jazz musician. But if you’re going to call me, just call me 
a musician first. And label these so-called jazz students 
as musicians that come here to study music, not to study 
jazz. They happen to be studying the art of improvisation. 
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We’ve become a part of the musical educational system 
tf'thiir nerd t* * a. They’re more °r outdated in some 
of their attempts to teach music itself, theory in itself. 
e musical theory has advanced so much since, let’s say, 
Debussy, that era, 1850. That’s why I don’t feel so bad now 
with some of the positions that we have as a musician be¬ 
cause of our pigmentation when people like Scarlatti and 
those cats suffered then. Mozart, anybody that had anything 
to do with the evolution of the music itself, they all had 
trouble with it. It happened then and it’s still happening 
today. The person that is creative and wants to go forward 
always they seem to be held back by those that are the more 
conservative. 
When I first started at New England, the musicians that 
came in were very interested in playing just free music. 
They were involved with Ornette Coleman. They all wanted to 
P!*y ^ree* So right away, I said, "If you have anything to 
do with me, you’ve got to learn about the fundamentals of 
That’s when I really got with it. That was the be¬ 
ginning, the early '70s. And the piano players, a lot of 
them didn’t know of Cecil Taylor because they knew of only 
the commercially accepted musicians, like [Oscar] Peterson, 
and Bill Evans. The free players were mostly horn players 
and drummers. The piano students were all involved with 
Evans and Peterson. Half of them didn’t know about any of 
the musicians of the past. After studying with me about 
three or four lessons, I’d say, "Have you ever checked so- 
and-so?" "Oh, I’ve never heard of him." That was then. 
During the ten years, it has evolved to where the students 
are starting to check everybody out. Nowadays the average 
musician knows what has happened, and what brought it up to 
today. And so that’s how it’s progressed. It’s progressed 
very nicely from my observation. 
It’s very good [teaching]. It keeps you abreast of 
what is happening and quite naturally you have to stay on 
top of your associates. It makes you study more. The more 
you become involved in studying, the more you become in¬ 
volved with the students, and the more you become involved 
with the beauty of music itself. Teaching and performing. 
I wouldn’t want to just teach. I think performance is great 
especially doing concerts in your colleges and different mu¬ 
seums around the world. I like the performance and the 
teaching. 
Now I’d say I have about forty or fifty associates. I 
just deal with them maybe once every four weeks, and about 
two or three a week. That’s about all. I haven t become 
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that involved with private lessons, 
students usually takes about four y 
studying with me. That means that 
right up to orchestration for full 
piano or saxophone student gets all 
tion then we go into orchestration, 
schools are concerned, the institut 
enough for me, or an occasional job 
then. Maybe a week here, six days, 
kind of tired going up to Hartford 
day a week, that’s all. 
MY association with the 
ears when they complete 
they will study music 
orchestra. After the 
this stuff on improvisa- 
Now as far as your 
ions, one day a week is 
s clinician, now and 
temporary. I’m getting 
now, and I’m up there one 
1979, that’s when I formed the New York Apollo 
Stompers. We still maintained the group in Boston and then 
we had the one here. One of the ideas with the Stompers was 
to record in the same fashion that Basie and Ellington re¬ 
corded. Remember that recording they did together? We had 
planned to do something like that. We did it in New Eng¬ 
land. We had a thing called Stereophonic Ensemble. We had 
two orchestras. They Cthe students] thought it was an ex¬ 
cellent idea, and they had a ball doing it. 
In this type of situation now, I use the repertoire of 
the Apollo Stompers as part of my subject matter wherever I 
go. Visiting scholar, lecturer, clinician—clinician ' 
usually; that’s this last thing. This last one was a week 
end, and sometimes six days, three days, two days, that’s 
about it. That’s the extent of most of the activities now 
as far as the academic thing is concerned. When you go to 
these different colleges and see the different bands, it’s a 
very healthy situation in regards to my outlook on music and 
keeping my sanity as far as being involved in music today. 
In regards to being displaced in this society, I don’t 
have any ill feelings about anything that’s happened with my 
life as a musician. I think of Scarlatti and his era. They 
shunned his talents, you know. He’s helped so much the 
evolution of the sound of the piano. But you don’t hear 
that much of Scarlatti. All you hear is Beethoven, Mozart. 
I’m in the process of finishing a suite, it’s dedicated 
to John Coltrane. I’m re-scoring it and re-editing it so I 
can get that ready for recording. Then I have here a thing 
for string quintet, and it’s on Bach flute sonatas. I’m in 
the process of writing that because it’s something like five 
hundred measures, and two hundred measures are mine. for 
this particular quintet, they all have to know how to im¬ 
provise. As I’m conducting, they’re supposed to improvise 
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o%ndf‘u:^Llhr j" t0 ^thSr PlaV a fU9Ue °r *" invntlon 
! blS tYPe °f Concertos- Some of these, espe- 
ciaily the things done in the baroque style, the harmonic 
structure is good, much better than some of the other 
things. We’re going to use two of them to improvise on 
This is Isreal, they’ve asked me to do it. So that’s what 
I m busy with now, between that and the Stompers. 
I m still teaching. The last check comes in June, 
that’s it. I have to go to London for a concert with a fel¬ 
low named Howard Riley. I’ve got a solo concert in Min¬ 
neapolis. I’ve got to go to Charleston, the Spoleto Festi¬ 
val, in June. I usually get a concert either out of the 
country or out of town once a month and that sort of carries 
me over monetarily from the money that I get from the 
schools, which is very poor. I work part-time, so this 
makes it so that I’m comfortable. I live comfortably. I’m 
doing alright. I’m having a good time balancing the check¬ 
book. 
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MAX ROACH - drums, composer 
Max (Maxwell) Roach was born in 19E5 in Brooklyn, New 
York. He began music in the Concord Baptist Church Bible 
School. He continued studying through high school and also 
attended the Manhattan School of Music. While living and 
working in New York City in the 1940s and 1950s, he per¬ 
formed and recorded with Coleman Hawkins, Charlie Parker, 
Dizzy Gillespie, Miles Davis, Thelonious Monk, Bud Powell, 
Sonny Rollins, Clifford Brown, and many others. Roach has 
also recorded extensively under his own name and in concert 
with Cecil Taylor and Archie Shepp. In the late 1950s, 
Roach taught at the School of Jazz in Lenox, Massachusetts. 
He taught full-time at the University of 
Massachusetts/Amherst from 197E—78, and since that time, he 
has held an adjunct faculty position there. 
PROFILE 
Teaching for me has always been a sharing of one’s ex¬ 
periences from a master to a student, or a teacher to a stu¬ 
dent. I have done some things at the New York University 
prior to coming to the University of Massachusetts. I have 
lectured and done seminars around the country while as a 
professional musician. I had attended Manhatten School of 
Music with folks like Gunther Schuller and John Lewis and 
people like that. I guess we all had in mind that we would 
teach eventually. But, of course, teaching was always a way 
to go if you didn’t make it out into the so-called real 
world for us. We wanted to perform, record, and compose, 
and a lot of this was realized until the beginning of the 
seventies for me. 
That’s where I came up here to U.Mass. And I really 
looked forward to it because I thought I had something to 
give. I’m a firm believer that we do have the semblance of 
an [American] musical culture as well as a literary culture 
and a visual culture that manifest themselves in many ways 
and in different styles. Speaking about music in particular 
we have what we call Jazz, we have Gospel, we have Blues, we 
have Cajun music, we have Country—Western, and we also have 
people who are dabbling in large orchestral forms. Our 
large orchestral works still lean heavily upon European mu¬ 
sical direction whereas the other musics I mentioned are 
really kind of home-grown here and have to be developed, and 
are rich as far as I’m concerned. .And so, here was an op- 
85 
portunity to bring to the institutions of higher learning, 
if you will, a taste of what the United States is about as 
far as musical culture is concerned. 
My coming to the university was to give something. And 
^ ^ ^ believe that. It comes from this — when we go all 
over the world as professional musicians and they want to 
hear what we have in America, it’s not to hear Beethoven, 
Mozart, and Bach etc. because in Europe, that’s the home of 
those people. They created that. If we come over there 
with the same product, it’s not bringing what is American to 
them. This is one of the reasons, I would imagine, why our 
tours of the music in general, from jazz to country-western 
are so popular across the length and breadth of the whole 
world because that’s American to people. When we go over 
there, they buy what is really home-grown, what comes from 
the United States. So when I came to the university, or if 
I go to any university, I feel as though I’m bringing some¬ 
thing that is very necessary that the university overlooks 
for whatever reasons. So it was with that kind of feeling 
in mind; that we were bringing something that was truly a 
product of the United States of America to the students. 
A young person has to deal with contemporary American 
music if he’s going to deal with making a living in any area 
as a performer. Whether they’re working for T.V., film, or 
theatre, off-broadway, on-broadway or whatever, they have to 
be familiar with the techniques and idioms of the music of 
the day that comes out of the American experience. If the 
students are not prepared to deal with that, they will not 
be able to really come out here and make a living and con¬ 
tribute to our society. There are only so many orchestras 
where you deal with classical music. Everybody cannot get a 
job with these orchestras. But you will find all kinds of 
situations for this music that we are teaching; students can 
support their families and send their kids to college by 
playing in clubs and recording sessions and broadway 
theatre, etc. 
The universities called us in perhaps because of the 
social upheavals during a certain period at the end of the 
sixties or early seventies, but the students demanded it. 
They wanted to be taught what was going on, and this is what 
is happening today. Of course it was a struggle coming into 
the university, to get the university to deal with this 
proposition on the same level that they were teaching Euro 
pean classical music. From a pragmatic point of view, we 
couldn’t expect all these educators who had gone to univer- 
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sities and got their doctorates and their masters, who were 
teaching in the music department, to just forego classical 
music and to change the whole system over. 
We taught history. The method we taught was the same 
as anything else. The courses were all from the earliest 
written history of this music on up until today. In our 
history courses we taught the harmonic and melodic and 
rhythmic developments the very same way: chronologically, so 
that the student had an idea of just how the music develop¬ 
ed. We used of course all the other elements. We used 
notation. We listened to things, analyzing the music of all 
the great instrumentalists whether it was in composing—as a 
Duke Ellington or in the virtuosity of instrumental playing 
of Art Tatum and Charlie Parker. 
The students were very receptive. In fact we have a 
jazz major here at U.Mass. which is more than many of the 
universities have. It’s a big struggle because its like 
retooling everything, you know. You can’t expect the facul¬ 
ty of the music departments who have been trained in classi¬ 
cal music to say, "Okay, all of a sudden I’m going to teach 
jazz," when they know little or nothing about it. Most jazz 
musicians today know more about classical music and perform¬ 
ing classical music than classical musicians know about per¬ 
forming jazz. We went to music schools; I went to Manhat- 
ten, Miles Davis went to Julliard so we know about that. 
Consequently when we come into these schools there is that 
competition with the faculty. 
My whole approach was that it isn’t a matter of being 
competitive. Most times when you come into a situation 
where new ideas are being presented, people who are teaching 
whatever is "traditional" or is the standard fare feel 
threatened. And they feel threatened because they feel that 
eventually they will be displaced by you. But that isn’t 
what this is all about. It isn’t a situation where it’s an 
either/or. It’s more of a situation where you add this, and 
you add that, and you keep what’s good of whatever existed. 
Qur teaching in the music department was to broaden the mu¬ 
sical information so that the students will have more to 
work with when they come out. Okay, if you don’t get a job 
playing Mozart, Bach and Beethoven, you can get a job with 
Woody Herman’s band or Count Basie’s band. Or if you don’t 
get a job teaching in one of the university systems, then 
you can work in a Broadway theatre or something like that. 
But you have to be trained to do this. 
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A classical musician who works with the Philharmonic 
can not just readily sit down and play "A Chorus Line." The 
music in that has all the nuances of what we hear when we 
hear jazz bands and contemporary orchestras. The musical 
tastes of generations have changed and changed and changed, 
and the music departments have not kept up with these 
changes. People like myself and all the others who are in¬ 
volved in teaching what you could loosely call contemporary 
are important to any musical situation in these 
schools of higher learning. 
When I taught here, I was in the music department. I 
understood the problems that the faculty had to deal with in 
order to retool and deal with these new ideas that students 
just demanded that they have. It wasn’t easy. I never felt 
Pressure people resisting me in the music department 
here. We all fully understood that you just couldn’t come 
in and everything was going to change overnight, you see. 
When I went to school at Manhatten it was the same situa¬ 
tion. You studied classical music. There was no considet— 
ation from the music department of what was happening out 
there with Broadway musicals, with radio broadcasts, with 
the recording industry. There was no way that the music in¬ 
stitutions prepared you for this kind of work. But that was 
the work . 
I didn’t feel that the resistance was musical. I 
thought it was job security. That’s what I felt it was. If 
there were any resistance, it was job security. It had 
nothing to do with whether you teach the music of Charlie 
Parker or teach the music of Mozart. Why not teach them 
both. Why not prepare students for any eventuality. But 
when a person says, "Well, I only know one thing." And we 
all know that if you can’t attract students to your classes, 
then your position is in jeapardy. So I felt that it was a 
matter of job security. I don’t think it was any kind of 
cultural bias necessarily. 
We have a jazz major here at the University of Massa¬ 
chusetts, and I think it was the normal jockeying and 
political in-fighting and student support that we needed 
that got us in to that jazz major. It wasn’t anything out 
of the ordinary just because it was jazz, or it was taught 
by black music, or that it came out of the area of the de¬ 
partment that is labeled Black Music. Anything new that 
comes into the department, we have a political fight for it. 
It has to go through one committee, it’s the democratic pro¬ 
cess, and it comes out of the committee and goes before a 
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tn ,!ep f ’ and lt goes to the dean- it goes to tta faculty senate, and finally it gets through. But 
it s the same process. Qur jazz major «« something « had 
to work for. We worked for it just like I would imagine any 
other major. y y 
At one time classical music was the music that you 
could make a living at. And it still is, but the musicians 
now, if you look at say the roster of the musicians in New 
York City and see how many out of the union deal with clas¬ 
sical music, that’s two or three hundred musicians. We have 
thousands of musicians in New York City and these musicians 
are gainfully employed. They do Broadway shows. They 
record around the clock. They do background music for 
soaps. The composers are constantly busy. So there’s a 
whole industry out there that the music department is not 
paying that much attention to. We now need to fight for 
funds to hire more people to teach all forms of American 
music. We would attract so many students if we dealt with 
all categories of American music, even if it was maybe one 
or two semesters. 
When I came here, I dropped everything because I was 
here full-time. I moved my family into the area. And then 
when I decided to come back out and record again, then I 
moved out and moved back to New York City and began to 
record and travel again. I didn’t try to do both because I 
wouldn’t be as effective. When I did go on a tour, it was 
during the summer break or on the winter break in January, 
but I never mixed the two, never tried to, and I had no in¬ 
tention of doing that. I planned to come in and really work 
hard at establishing a jazz major with Dr. Tillis and the 
students and all the people in the music department who 
helped us fight for this and understood what we were trying 
to do . 
Of course the leading innovators of this music have 
heretofore been black people and that’s a sociological ques¬ 
tion. And that has to do with the fact that our society 
hasn’t realized its democratic mission yet, because culture 
grows out of our way of life. Now for the same reason that 
blacks have not produced people who deal with large or¬ 
chestral contexts like say Ives and Copeland and folks like 
that in the United States of America, is the same reason 
that whites haven’t produced people like John Coltrane and 
Louis Armstrong and so forth. It’s because socially we 
still live in two different worlds. And so this is why on 
either side of the fence we have great innovators who are 
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black in the so-called jazz world and great innovators who 
are white in the other world. When we, as a society, can 
level everything off and this really is a true democracy, 
then we 11 have people, they can be any race or creed, who 
create music on both sides of the fence. It’s just that 
we’re all not permitted to enter in each other’s societies 
in the United States even to 1985. 
I think that if you want to see how the country is 
progressing from a sociological and political point of view 
just look at the culture and the musical culture especially 
and then you’ll see there is a difference, there is some¬ 
thing that is not equal. If this was supposed to be a coun¬ 
try where we all enjoy the same rights and everything like 
that, then why is this all white and this still all black. 
Hence, why, its interesting to note that in our Jazz In July 
series here this past year, 1985, when you looked at the 
faculty, there was only one white musician in the whole 
crowd. Everybody else was black, and we had about ten or 
eleven faculty people on it. And by the same token since we 
are on a university, why didn’t we have more black students. 
Out of the whole student roster we had four or five black 
students, when they had maybe sixty students. So this says 
something about the United States and where we are from a 
socio-political vantage. Still things are not right. 
You know, the funny thing about it is that when you go 
to an all black university like Howard and you go into their 
music department, its the same situation. The students who 
are studying music are studying classical music. They’re 
not necessarily studying what you call black music or jazz 
or gospel. They may have a gospel choir the same as we have 
here. That doesn’t disturb me because I understand what it 
is. That has to do something with the kind of money that 
black families have to send their children to college. When 
black students do come to schools of higher learning usually 
they’re sent here to study things that their parents would 
think would be more useful to them in life, like education, 
sciences, law, something like that. Not so much in the 
arts. The arts is a luxury, so to speak, and they feel it’s 
hard . 
I firmly believe that we do have a cultural identity. 
I know we have one, and you know where I get it from? From 
travelling in foreign countries. I went to Europe for the 
first time in 1949 with Charlie Parker and a whole host of 
us, Dizzy and Miles, and we were just amazed. And Bird, who 
was perhaps the most sensitive and perceptive of everybody, 
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the minute he stepped off the plane and we hit European 
soil, he looked at us and he said, "Can you feel it?" And 
we said, "Feel what?" He said, "Can’t you feel the dif- 
^7*nCA;,yr“ kn°W?M 1 Said’ ,,Feel the difference, what is 
it? All I m worried about is what we’re going to sound 
like tonight at the concert? It was later that I understood 
what he was talking about. He was talking about the pres¬ 
sure you felt from growing up black in the United States and 
saying, "I wonder if I should go in here or not, am I going 
to be rejected in this restaurant." We grew up at a time, 
when we travelled on the road, and we travelled down south 
in these buses, until you didn’t know if you should stop and 
get a hamburger or a hotdog over here because you didn’t 
want, not that anything was going to happen, but just the 
fact that they would say, "We don’t serve blacks." It’s 
painful, right. But when we got to France, the first thing 
he realized was that that had nothing to do with it. Of 
course, you had to play your ass off. We wouldn’t have been 
there unless you could, unless you were somebody. But you 
know, nobody gives you anything for nothing, of course. You 
didn’t have that stumbling block to deal with, "I wonder if 
I should do this, I wonder if I should stop here, I wonder 
if I should do that?" So these kind of things weren’t 
there. 
The Europeans, and these were the European classical 
musicians, would make us aware of how important this music 
was. The classical musicians here, white or black, they 
didn’t, you know. There was a whole black faction who were 
classical musicians, who were classically trained, who were 
saying, "Jazz, well what’s that jazz?" There was that 
group, you know, what it does. But the European classical 
musicians, they were never on a high horse. They’d intro¬ 
duce themselves. "Who are you?" "Well, we’re with the 
Paris Symphony, we’re with the Berlin this, we’re with that. 
"My God, I’ve never heard anybody play music like that, and 
the technique." They made us aware that we were really in¬ 
volved in something that was very important. So then when 
we came back here after a year, like Coleman Hawkins I im¬ 
agine must have felt, then we realized that there is some¬ 
thing going on here that is important. 
The use of the word "black" music has become a reac¬ 
tionary thing. I tell Fred about that all the time, and we 
argue about it of course. It was a reaction to the white, 
so blacks say, "Well, we want to have our own thing too. 
It’s a reaction to racism. That’s what that terminology is 
like, black this and black that, because it still is. When 
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you travel you learn more about what happens. This is what 
happened to Malcolm when he finally went to Mecca. He found 
out that Islam was not what he thought it was, that Islam is 
a road religion that covers a broad group of people. It’s 
not black, it’s not white. When we went to Africa, we are 
not Africans, we are Americans. We as blacks who identify 
so strongly with Africa. It’s great, but we don’t speak the 
language, we don’t know the customs, 
what’s going on, nothing at all. 
We know nothing about 
When Africans want to learn jazz, like Dollar Brand and 
them, they have to come to us. We don’t go to them. This 
is uniquely an American art form, I think. It’s uniquely 
American. But this is 1985 now, and I argue with some guys 
because they say, "They’ll take it away from us." I say, 
"What are you worried?" Still blacks are the leading in¬ 
novators. But it’s only because our society is split down 
the middle. There still isn’t a thoroughly integrated 
society. It isn’t. Now, where Wynton Marsalis comes from, 
he comes from a black community in New Orleans. It’s like 
Harlem. Okay, so he did get a chance to go to school at 
Julliard and became a good student so he can play that. So 
CBS is using him for that purpose. They’re using him for 
that, and they’re making money. 
It’s very difficult mastering this idiom, instrumental- 
ly. I mean there is a lot of work that goes into it. I 
don’t care who you are. It’s a lot of work. It’s a lot of 
hours you put in, practicing, practicing, practicing, before 
you can get up on that stage and speak to people 
"improvisationally." Now that’s what takes its toll on your 
family. My wife would say to me sometimes, she’d say some¬ 
thing needed to be done in the house. And she’d say it to 
me, but I’d be so involved with what I’m doing, so I’d say, 
"Okay, okay." And so, hours later she’d say, "Do I have to 
make an appointment to get something done with you?" And 
you say, "Oh, I’m sorry." You know, you were just, but 
that’s part of it because its limitless when you get in¬ 
volved in that kind of creativity. You’re constantly being 
a part of expanding a language, and being a,part of keeping 
up with the techniques, and analyzing everything that goes 
on about you. 
I had done this [collaboration] before in dance. Prior 
to that I had done music for films. I had done "The Black 
Sun", a film in Japan. And I had also done some theatre, 
"The Monster in the Bell of the Horn" and "Jazz Set', and 
stuff off-Broadway. And then recently the Obie I got for 
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the music I did for the three Sam Shepherd plays. I think 
as a writer he comes out of the American continuum. One had 
to do with Hollywood, that whole monster motion picture in¬ 
dustry, and what its like to be a writer. It’s called 
Angel City." And then "Back Bob Beast Bait" was about 
cajun music: around the bayou, and the intermingling of 
French and Indian and Blacks and how these cultures got to¬ 
gether, and there was a little Voodoo. And then "Suicide in 
B Flat" was about the jazz world. It’s about how the art¬ 
ist, when he wants to do something that is new and fresh, 
how tough it is to the point where he is destroyed. That’s 
the Suicide in B Flat." If you have new ideas, because 
people don’t understand what it is, it’s like committing 
suicide. 
When I came to the university, the republicans had come 
in, and the whole push culturally was to deal with things 
that had no message. It seemed like a concerted effort 
acros‘5 the board. All record companies wanted you now just 
to play music for the sake of music. "No message, please. 
Don’t give us any messages. We’re tired of this. The rock 
scene came in and just blew everybody away during that time. 
This was the latter part of the sixties and early seventies. 
The recording company people were asking you, "Change over 
and come into this." "Don’t be so serious." "Be serious 
but no more messages." "Let the people be happy and give 
them a chance to relax." We had just come out of the war, 
and the campuses were real hotbeds of political activity at 
the time. To defuse that one way was to say, "Okay, let’s 
get the culture on a lighter note, have people dancing again 
and thinking about other things than the Vietnem War. Jazz 
as we knew it before was then placed on the back burner for 
record companies. I was happy that I could come to the uni¬ 
versity. It was like a new life rather than say, "Okay, 
I’ll try to be a 'fusion’ person." So I had the opportunity 
to come up here and teach. For me, it came at a most op¬ 
portune time. 
Then after I was here for maybe six years, then I began 
to get queries from people like CBS, "Did I^feel like 
recording again? Did I want to come out and do some more 
concertizing?" And I said, "Well let’s see what it looks 
like" and it looked fairly good. So I took a leave from the 
university and the univeristy, they were gracious enough to 
say, "Well, we still would like to keep you on even if it’s 
at part time," and this is the arrangement that I have. So 
I’m on as a visiting professor and it gives me an op¬ 
portunity to record and concertize comfortably. Rather than 
93 
try to do both. I don't think I could have done that, 
honestly. Teaching is really a full-time job if you’re 
really dealing with young minds. They depend a lot on you 
for things because when I was going to school it was like 
that. You have to be there. 
When I decided not to teach that’s when I took a leave 
and now I’m here at the university on a part-time basis 
The arrangement I have now is that I’m a visiting profeisor. 
I m still on the staff of the faculty of the Department of 
^U5*c and Dance, and I make so many contacts each semester. 
I organize the scholarship benefit concert that we have 
twice a year for the Fletcher Henderson and Duke Ellington 
Scholarship funds with the help of Dr. Tillis and other 
people in the music department. And of course I teach dur¬ 
ing the summer semester, that program we have, Jazz in July. 
During each semester I have four contacts, four to eight 
contacts during the whole year with students either in a 
lecture capacity on the history or improvizational techni¬ 
ques and composition. 
Now I’m living in New York and I do commute, but it’s 
not as demanding when I come as a guest lecturer or on spe¬ 
cial things. Students have special problems and we deal 
with things like that about this music. It’s a comfortable 
arrangement for me and I’m enjoying it just as much. What 
we talked about is what I think nobody has. I’ve never 
talked about what our position was in teaching up here. 
It 
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DIXON — trumpet» composer 
Bill (William Robert) Dixon was born in 1925 on 
Nantucket and raised in New York City. He began studying 
painting and illustration, and is largely self-taught on 
trumpet. After serving in the Army during World War II, 
Dixon attended Hartnett Conservatory of Music in Manhattan. 
He worked at the United Nations before devoting full-time to 
free-lancing as an arranger and trumpeter. He took part in 
organizing the "October Revolution" concert in 1964, and at 
that time created the Jazz Composers Guild. Dixon performs 
original music and has written over 400 compositions. He 
came to Bennington College in Vermont in 1968 by way of the 
Dance Division and is now teaching there as Professor of 
Bill Dixon may be heard on recordings under his own 
name and some earlier recordings with Archie Shepp. 
PROFILE 
I was born on Nantucket and spent my early childhood 
there. I went to elementary school in Brooklyn and I was 
introduced to drawing and painting at that age. That opened 
up an entire new world. My mother was divorced from my 
biological father and so there was my stepfather and my 
mother. I had two brothers and two sisters. My mother was 
always at home, my mother was a writer. I was very close to 
her. My stepfather wasn’t particularly that supportive of 
her writing and so I was like her audience. She used to 
read her novels to me and she would listen to my opinion. 
It was sort of different coming from Nantucket where 
there weren’t that many people, let alone black people, and 
then moving to New York where we moved into Harlem. I had 
had no racial experiences, nothing like that, because in 
Nantucket my family was very well thought of. They were 
sort of high-placed in a certain way, very respected people. 
I went to public school, P.S. 89, which was located on 
Lenox Avenue and 134th Street. I didn’t know what the white 
and black thing was. I had never been discriminated against 
because those things had never happened. My experiences Con 
Nantucket] had not been racial at all, nothing like that, 
and there were white people around. But it wasn’t like, 
say, the trauma of being black. I didn’t know what that 
was. My family protected us against that. It must have 
been there—that’s the fabric of this country—but we didn’t 
have anything. 
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I didn’t like school to tell you the truth, but I 
earlV ^at if 1 did "eU 1 keP‘ P*°Pl* Off my 
back. I was poor and we always had hand-me-down clothes. 
„hn:rChTd ^e^K°lnt Where my mother 9ot °n what was called 
home relief then, and we were on home relief for a few 
years. Home relief simply meant there was a home relief 
place for clothes, so everyone knew if you wore these 
clothes. I know many a day I’ve gone to school with holes 
in my shoes and papers in there. 
Like most people, we were Baptists. I was always un¬ 
comfortable in church. I’m not one of your musicians who 
can say I divined any great thing out of all of that. I 
didn’t understand it, but I was the oldest and I used to 
have to go with my grandmother. I remember once becoming 
very alarmed at one of these things when a person fell out 
and started speaking in tongues. On the way home I asked my 
grandmother what had happened. She said the person was 
being saved which frightened me half to death because if she 
was being saved and going through all that I realized then 
I d better do something about something. Finally we became 
Catholics which I liked. I liked it for two reasons. First 
all, all of the men who were priests there were very 
athletically-oriented: teaching us how to box, how to play 
hand ball. The other thing was Mass was once a week and it 
was short, whereas in the Baptist and the rest of those you 
were going, I mean, you’d be there forever, during the week 
and everything. 
By now I was going to Frederick Douglas Junior High 
School. It was rather terrifying in the beginning because 
the older boys used to initiate you; they used to beat you 
up when you first came into the school. I had very good 
teachers there. Mrs. Kerwood Evans was the first serious 
teacher I had for painting and she was a very well known 
painter in her own right. I had already been studying 
painting with a man by the name of Ernie Kritchlow under a 
WPA program down on 125th Street. 
I was meeting for the first time kids from all kinds of 
black families. There were so many things you couldn’t dis¬ 
cuss with your own family. It’s really funny. Kids today 
think their parents don’t know anything. I remember wonder¬ 
ing why my parents didn’t know what kind of hell I was going 
through in school with these goddamn kids. There were a 
myriad of experiences. We never thought about ourselves as 
being in any ghetto. It’s very interesting to me how people 
speak that way. That wasn’t your perception of it. 
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T fh " * experience anV raci3l situations at all until 
I then went to high school. I wanted to be a commercial il- 
lustrator. Although I was studying painting very seriously 
I was attracted to illustration and anything that il- 
lustrated a thing: lettering and stuff like that. So I went 
o the High School of Commerce and did my studies there 
That was when I first realized that there was a white and a 
black society. Although in Harlem, don’t forget, your land¬ 
lord was white, the butcher was white, the policemen were 
white, the grocer was white, the man who came and turned on 
and off your electricity was white, but I didn’t have the 
pervasive sense of it being a white world until I went to 
high school. 
This was the Depression, no jobs, no money. This was 
the time when, don’t forget. Mayor LaGuardia would read the 
comics every Sunday, "Uncle Don," on the radio. Franklin 
Roosevelt’s fireside chats, which in Harlem, I don’t know 
about the rest of New York, when Roosevelt spoke, if you 
went to the store or anything else, you could hear the echo¬ 
ing from the radios. Everyone listened to that man speak. 
The riot, that first serious riot there in New York. My 
brother and I were visiting friends about twenty blocks from 
where it was taking place and we could hear all the smashing 
Qlsss. We didn’t know what was going on and it just kept 
advancing until we knew something was happening. When we 
first moved to New York there was a thing at a store which 
tipped off a riot there. A black kid was shoplifting, I 
don’t know, doing something, and something happened. The 
rumor went out that he had been shot and killed. They 
rioted at 125th Street. I’m talking about when I' lived in 
Harlem during that time, on 125th Street which is the main 
boulevard in Harlem. No blacks were allowed to work in any 
of those stores. They were just beginning to let them in as 
sales clerks and things like that. 
There was a black theater, the Lafayette Theater. I 
saw Louis Armstrong there. I saw him with his large band. 
My stepfather took me, and I must have been seven or eight 
years old. The minute I saw Louis Armstrong play, I knew I 
wanted to play a trumpet. On the way home that night I said 
to my stepfather, "I want one of those." I went to work one 
summer after school, and I bought a trumpet, my first 
trumpet. I paid thirty-six dollars for it: a used King 
trumpet. I didn’t have enough money for a teacher so I 
bought a music book and began to teach myself out of the 
book. 
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I was an art student, and I had two or three defer- 
T" 1that 1 "•»"’* 9oing to be deferred 
anymore, I went and joined. I took basic training at Camp 
Breckenrldge in Morganfield, Kentucky, which was a very bad 
time for me. I have never felt so isolated in my life 
Here I was a Northern boy in the South, and it was nothing 
like anything. It was classic, anything that you’ve read 
about it, it’s true. 
When they talk about it being a segregated army, it was 
segregated. We had no facilities, we had nothing. A lot of 
us young ones, we were interested in music, we used to go 
down to the white dances and look in. The M.P.s would drive 
us away from there. We couldn’t even do that. With all of 
those things, with all of the injustices, all of those kinds 
of things that happened to you, we were still sort of 
partriotic. It was the Germans and those Japanese. Then we 
saw the "Why We Fight" series, the indoctrination things, 
where they show you what happened when Japan attacked China. 
You would actually leave those scenes ready to volunteer 
your services into the front lines, it was incredible. 
I got out in '46. My studies still were with painting. 
I was giving no thought at all to music as a serious study 
endeavor . I still hadn’t made that connection. I had 
reached a stalemate in my studies and working. I actually 
had people at agencies that I went to, who looked at my 
portfolio, admit that I was good, but the scene wasn’t for a 
black artist, even in that area. I remember being disgusted 
one day after having gone through some kind of a thing, a 
very disappointing thing, and I sat in Central Park. I had 
always really wanted to study music. I had about two years 
left of my G.I. Bill, and I said, "I’m going to go study 
music." I made up my mind just like that, the way I’ve done 
everything. You give me enough time, I can make up my mind. 
I found a school, the Hartnett Conservatory of Music. 
They accepted students on the G.I. Bill, they had a profes¬ 
sional staff. Almost all of the staff who taught there were 
professional musicians. I entered the school and I was 
there from 1946 until 1951. I studied all of the tradi¬ 
tional things that one studies. You studied rhythmic dicta¬ 
tion, ear-training, harmony, theory, 16th-century counter- 
point. 
I was rather dismayed that, like, say, Duke Ellington’s 
music wasn’t taught in that school, but I didn’t even know 
how to put that into words. You know what I mean? So there 
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were various things that used to happen which would cause 
minor little controversies. Dizzy Gillespie’s band used to 
IndednSe ^ S^hOQl* Charlie Parker used to come down 
and do sort of workshops in this school. I studied arrang¬ 
ing. I was with music ten, twelve, fifteen hours-a-day I 
became literally a fanatic, that’s what I did. 
I became completely fascinated by techniques and things 
like that. I began to write and I began to play and that 
was it. I found out right away what I could learn in the 
school and what was impossible to learn in the school. Uhat 
was impossible to learn in the school you made your own 
school, which means to say I went to every rehearsal that 
anyone had in New York. I would crash rehearsals. I was 
very much interested right from the beginning in the pro- 
cess- I wanted to see how people took this damn thing and 
put it together. I would crash rehearsals of the New York 
Philharmonic. I would crash rehearsals of anyone just to 
get in there and see how they put this thing together. This 
was your musical education: the sessions, the formal context 
of school, your private studies, the rehearsal bands, and 
relationships with musicians that you could establish a rap¬ 
port with who would teach you. 
Before I knew it, one day I was calling myself a 
musician and I hadn’t really planned on that. I was free¬ 
lancing in New York. I still had a job in the day though 
because by then I had two children: my son was born in '49, 
my daughter was born in '51. While I was working, I was 
painting, I was writing, I was playing, but because I didn’t 
consider myself a professional musician, I still maintained 
a job in the day. I still hadn’t resigned myself to music 
as a full-time situation. I had to have a support system in 
terms of an income coming in. 
I remember one day Mai Ualdron and I talked about that. 
We were trying to decide who had made the best decision. He 
said I had made the best decision by equipping myself so I 
wasn’t completely dependent on the bad situation in music. 
I envied him because I felt really I was a traitor to the 
idea of music. I was a dilettante, that’s what I thought 
about it. I didn’t think of myself that way, but I felt 
that that’s what musicians thought about me, which in 
certain ways they did. Here I was, I was very bright, a 
good organizer, I could do this, I could do this, I could do 
this, but I didn’t make my living doing music. 
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you what to play. That was our turf, that was what we did 
You can see now, freelancing, trying to stay alive, paying 
your rent, your life was: Saturday night there was open 
ouse at someone’s place, Sunday night you went to see one 
° th® °re i gn films at the Bleeker Street or the Eighth 
Street Playhouse or the Greenwich, Sunday morning, if you 
had any money at all, you had breakfast at Q’Henry’s and you 
read the New York Times. Then you could go into Washington 
Square Park and watch all the people who were coming from 
Scarsdale and Brooklyn looking at you, and you’re looking at 
them. No one had any money, there was nothing, but the fer¬ 
ment, the activity of the music, you know. I was gradually 
gaining my confidence about being a musician during that 
particular period of time. 
With all of that I became a musician. I was working in 
a variety of ways. I was beginning now to rid myself of the 
tyrannies of my studies which had been awesome because all 
they had done for me was present me with fact. How did I 
*3®^ rid of all of this history of how music was done since 
the way I wanted to do music had nothing at all to do with 
my studies in a certain way? For me there was no other way 
for me to begin. I had to go through what I went through. 
I think one of the problems I felt immediately in this 
rous i c was the fact that in a certain way musicians resented 
a musician with a background that went beyond music, and 
they wouldn’t take that kind of person seriously. Plus I 
wasn’t a user of drugs, which also put me completely outside 
of a certain kind of musical activity. There was a clan 
there. If you smoked dope, if you shot dope, if you did 
this, certain record things were open to you, this was open 
to you. Plus I was very independent. I just didn’t believe 
in hanging out and waiting for someone to give me a job. 
I was always very enterprising, but only for one rea¬ 
son. I was completely awed by the fact that Dizzy, Miles, 
and all of those guys who I considered very, very strong 
players, if society wasn’t going to endorse and subsidize 
men of such awesome talent, why were they going to do it for 
a person like me who wasn’t even sure he had any. And being 
the impatient kind of person that I was, I thought to do 
something about my condition, which then in the eyes of my 
peers made me less than they were. It was a fantastic 
di1emma. 
As early as 195E, Cecil Taylor and I had been discuss¬ 
ing what would be the logical place for this music as an art 
to be taught. We were still dealing with the marketplace in 
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terms of it as a commodity: the nightclub. Even the concert 
situation wasn’t working in a certain kind of way because 
you still had to deal with an artist—on his own almost— 
attracting an audience. All of those things that are in¬ 
digenous to any other art enterprise: decent advertising, 
decent promotion, always seemed to be elusive to this music 
You were supposed to be considered fortunate if you had your 
usual, cursory thing in downbeat or something like that. At 
that time, I can remember, various courses were taught, but 
certainly not by an artist. Certain writers would teach 
courses, maybe at the New School, N.Y.U., or something like 
that they would do courses, but never a musician, and 
certainly never a black musician. 
I came to Bennington in 1968. I was hired as a 
musician and composer in the Dance Division. I wasn’t hired 
by Music. I was hired because at that time my work was in¬ 
volved with the dancer/choreographer Judith Dunn. We had a 
company of musicians and dancers in New York for which we 
did works for the theater. We were asked to come to Ben¬ 
nington to collectively teach these approaches to that work 
in the Dance Division. We taught choreography and how music 
related to that. 
As far as coming to Bennington: first of all, it was 
impossible not to know that Bennington was a school that 
represented almost the epitome in terms of what we thought— 
we who were outside of it—the teaching of art should or 
could be within the confines of the academy. Bennington had 
a world-wide reputation. I had known about the school for 
many, many years, and never even remotely thought that I 
would ever be teaching in such a place. 
□ne day the president of the college came to me, and he 
said that the music division wanted to hire me; they needed 
another faculty person. The music division wanted to hire 
me also part-time which would mean to say I would be part- 
time in the Dance Division and part-time in the Music Divi¬ 
sion which would make me full-time. So I thought about it 
and I said alright, I could certainly try it for a year. I 
would be a full-time person so I could start to make my 
schedule of performances in New York and my economic thing. 
I could consider myself being full-time at Bennington. 
In the Music Division, I taught a class called Music I. 
Music I, the way they teach, they teach based on a theory 
they call "learning by doing." Students don’t need to know 
anything at all, and they have them writing compositions and 
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out of the writing of the compositions this is the wav thev 
itfnn f k h!r?;0ny and theorV* So I decided I would tike 
students who had no experience in music. I taught my stu¬ 
dents in Music I how to read and write music without any in¬ 
strument. The other thing was there was a weekly workshop 
My students excelled. People were stunned at what they 
could do, and it began to cause a little thing there because 
I was accused, "Well, who does he think he is? "How come he 
can t do it the way we do it. The alienation was setting 
in. ^ 
At the end of the term, they decided not to reappoint 
me. Well, it caused a minor scandal. In order for me to 
remain full-time they had what they called "black culture 
money." The college allocated money for lectures and things 
like that. They decided then that they would allocate that 
money to me to let me continue teaching an Introduction to 
Black Music class and make a small ensemble. 
I really believed in the teaching of black music as an 
art. Of course there was an unrealistic factor if we looked 
at black music as a thing just belonging to black people. 
That wasn’t the way I looked at it. I looked at it as an 
art. That’s the saving grace for it in a certain kind of 
way since in the world it’s commercialized—no matter who 
performs, how many people did you draw? Whereas if you 
could bring this thing into the college and university and 
teach it as an art, meaning to say you could teach the 
things that are in it that relate to any other art, it be¬ 
comes a study, and that’s what I was interested in. 
I made a proposal. My first proposal was for a black 
music institute which would be separate from the college, 
but which the college would fund. So we had a year’s audi¬ 
tion period where they gave me a small budget. They said, 
"Okay, draw up your curriculum, do this, teach it for a 
year. "If it works then we’ll take it before the faculty. 
"They’ll vote and decide whether they want you in here to be 
the first new department in the history of the college." I 
made a curriculum that fit this school, that’s what I did. 
The curriculum is still in effect. It worked like a charm. 
At the end of that year I went before the faculty, they 
voted unanimously, and we became the eighth division in the 
history of this school. 
Bennington had not hired black faculty. After I was 
here a couple of years, when people were allowed to speak to 
issues of their concern, I would mention black faculty. 
People would then start talking about, "It would be fine if 
they could get qualified black faculty." 
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You find that if you insist upon something, if t insist 
miUtant1"9 T/l ‘hT* *“ tMCh "y claBses> I'- called "a ilitant. If a white person does it, and doesn’t change 
is mind ^about the standards, he’s called "driving a tough 
bargain, which is a very admirable trait. So it became in¬ 
creasingly difficult for me to ask for anything. I don’t 
think anyone derives any pleasure asking for something if 
you know you’re going to be turned down. It’s a fool that 
goes and keeps doing that. Finally I advanced the theory to 
the people that taught around me, I said, "Listen, we will 
teach with what we have. "If students find that that is not 
enough for them, since they are paying, it is their prob¬ 
lem." We had no space to teach in for many many years. We 
used to borrow space. I used to have to borrow space from 
the Dance Division. When they built the visual and perform¬ 
ing arts building, that huge new building up there, they 
denied me any space in there at all for black music. Even 
after the building went up, the Music Division, which had 
space there, still kept their old space in the other one, 
and we had nothing. 
□ne of the things you find out in teaching in a place 
like this is it’s not that they’re racist in your tradi¬ 
tional sense. No one’s going to call you a nigger, they’re 
not going to do that. The Northern way is—you see, if I 
speak clearly, and you understand me without any effort, 
then I am articulate. And they do everything based on that 
premise. They always have a way of, "but I don’t under¬ 
stand," or "but I’m confused," you know what I mean, like 
that. I could speak very eloguently to an issue in a facul¬ 
ty meeting, everyone listening. The minute I have finished 
they go right back to where they were as though I never 
existed: not a single suggestion about anything. You real¬ 
ize that the racism that they are practicing has to do with 
making believe you’re not there. 
As far as students at Bennington, I have had profes¬ 
sional working relationships with students where I have ac¬ 
tually used them in my professional work. I’m one of the 
few people who have had students tour with me and record 
with me. I never thought of them, in the instance of when 
the work had been realized and the work was being done, that 
they were students. They were persons who were then the 
only ones capable of doing that because they had gone 
through the regimen. That’s one of the advantages, in fact, 
that’s the chief advantage of a college like Bennington Col¬ 
lege where you can select a group of people who will be with 
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which becomes your work in advanced 
situations I ve done three or four dozen large orchestra 
W°r 5 on that. I was able to teach effectively and 
work with my people because my isolation from the faculty on 
the one hand allowed me to put all of that energy into the 
thing that was important, which was the work and the teach- 
1 HQ • 
Students who want to study with me, I always tell them, 
since I ve been teaching, "First of all, find someone who 
has studied with me because you may find I am not your cup 
ot tea. I’m not going to spend thirty hours talking to 
parents telling them how much I learn from my students. 
Nowadays I learn very little, to tell you the truth. They 
don’t excite me. I can remember when I would walk into the 
room and the air would be turgid with excitement because of 
what these people were bringing into the room. Nowadays 
you’ve got to do mouth to mouth with a whole bunch of them. 
Let’s face it. That’s fine for a social thing. It’s a hel¬ 
luva thing for teaching. 
For many years my professional work—the work that went 
on outside the Bennington College community—was done exclu¬ 
sively in Europe. I never took any time off from the teach¬ 
ing term. You could set your watch by me being in my studio 
seven days a week. I was always accessible. We have 
winters and summers off, and that was when I would go to 
Europe and do my work. I had already tested all of my ideas 
through my teaching. That’s why teaching for me was very, 
very valuable. Every idea of mine has been actually tested 
in the classroom or in the ensemble in some kind of way. 
That’s why I said originally when I started to teach my work 
was intrinsically bound up in the act. Teaching is fantas¬ 
tic if you can make it work that way for you. When I made 
my commitment to teaching that was what I made. I haven’t 
regretted it. It will take me a long time after I’ve fin¬ 
ished teaching to get used to not having that kind of mo¬ 
mentum in my life. Going back to free-lancing, it’s not 
going to be as easy. 
It’s [the Black Music Division] been absorbed now. 
They rigged some kind of a thing last year, and the faculty 
now has decided that they don’t want two music departments. 
They had a committee and they decided that black music can 
best be taught now if it’s a part of the regular music de¬ 
partment. So that’s what they have decided, and they voted 
last June. I’m still department head for this term and next 
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term. And then officially it becomes nothing, 
catalog just has this new part about black 
what they’re doing. 
The new 
music, and that 
tk L* Sy ^ Pedag°g ical and it’s an aesthetic arguement . 
They don t want to recognize that in certain ways I have 
been the advanced thinker there musically in terms of it en¬ 
tering the twentieth century. And what they’ve done is that 
they’ve tried to make my personality make this be their 
blindside. They can’t hear me because of my personality 
They make no attempt at facing change in terms of how any¬ 
thing has got to be taught now, going into the nineties. 
What you did fifty years ago is irrelevant. I’m sorry. 
It’s not working. 
You know, it’s really funny. I call myself a musician 
<ar'*d composer. That’s what I call myself. Someone else 
calls me a black musician and composer. I call my music 
music. Someone else calls it black. So the thing is, 
everything that goes into my music is existent in all music. 
It s just that I have a point of view and I have an inflec¬ 
tion. My studies and my teaching concern themselves with 
the ramifications of music. I sort of resent this idea that 
those guys can be over there and they can tell you what 
music is and then they can decide whether they’re going to 
use or acknowledge or recognize what is black music. 
I think that what has happened is that a white faculty 
who finds me intimidating but also finds that I know what 
the hell I’m talking about can manage to keep me always over 
there. Worse than that, they have taken away the thing that 
I created for ten years, and now expect me to, in some kind 
of capacity, be in the room with them. At my age, let me 
tell you, it’s kind of difficult. 
The way I’ve viewed this music, this black music is 
really American music. Of course that puts me in a rather 
traitorous situation with certain black people, and a no¬ 
man’s land with white people, so you walk the tightrope be¬ 
tween both situations. These other people dealing with this 
music, no matter how much they say to the contrary, they’re 
dealing with a culture that really is not a home-grown one. 
And this is not to be pejorative. Whereas the one that’s 
home-grown is the one that turns out to be the stepchild. 
Now I’m not saying everyone, but I’m saying the utter 
hostility of the Music Division was almost universal in 
terms of how this country views American black music, jazz 
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music if you want to call it that, when that music purports 
to be serious and challenging as an art form. When it is 
entertainment there is no problem. If it’s "yukking up .. 
making people laugh, making them feel loose, letting them 
physically engage themselves—dance, snap their fingers_ 
there’s no problem. It’s when you say I am an artist, I’m a 
black artist, and this is what we do, then the problems that 
have surfaced here primarily had to do with what they define 
as composition vis-a-vis improvisation. You had, at one 
time, the entire Music Division saying that there was no 
such thing as black music. 
It seemed to me that there was fear because that was a 
sort of hallowed ground. I was the first black one there 
who was going to make a dent. I always believed that if 
they had thought I was going to succeed they wouldn’t have 
ever even let me into the school. It was during those days 
of all kinds of store-front nonsense. Black studies: what 
was the thing about black studies? Everyone was talking 
about, "Well, if you teach black studies that tarnishes the 
degree."...The fact that you can teach anything in this 
country without reference to any black achievement means to 
say that someone has worked like the devil to make sure the 
stuff isn’t there. 
At a certain time we had damn good students at that 
school, and those students were very excited about this sub¬ 
ject. I got used to battling the administration, that’s a 
given. So that was part of it: you’d fight for this piece 
of turf, you’d fight for that piece of turf. But the teach¬ 
ing was incredible because I had people to teach who were 
interested. In that instance there was no disillusionment 
with the situation. When I start to think now, I know in 
the last three, four, or five years I have actually wondered 
how I was able to do it. I see myself today as a completely 
different person. I don’t know where the courage came from. 
I don’t know where the strength came from. The conviction: 
alright, conviction you either have or you don’t have. 
I don’t know. Someone’s going to have to carry the 
ball, it’s not going to be me. And I’d have been perfectly 
willing to stay in teaching until I die. There’s just some¬ 
thing about it that could be exciting, could be. When 
things get so that they affect your thinking about your work 
and how that work is going, you’ve got to take a second look 
at it. My work is more important to me than teaching a 
bunch of kids who will look at me and sometimes even resent 
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that they’ve got to study 
the information but they damn sure 




you because you have 
to hell somebody 
You get it. 
One of the problems in teaching in an institution where 
you are a minority, or even wanting to do anything if you’re 
a minority—I said years ago, one of the things about being 
turned down early in my life was I never knew if it was be¬ 
cause I was not good enough. Very early in your life you 
don’t know if the things that happen to you that are nega¬ 
tive have to do with either your lack of ability, your lack 
of intelligence, your lack of sophistication, your lack of 
anything, you don’t know if it’s anything except color 
first. You learn then to try to be not so damn sensitive to 
color, and you let a lot of things go by. You do. You 
finally realize though, if you survive, that most of it has 
to do with color and how people have a perception of how you 
should behave. 
Part of it has to do, I’ll be very candid with you, has 
to do with being black. It has to do with being an artist 
certainly a sensitive one who thus far hasn’t done anything 
except his work. I’ve never compromised one bit of my work, 
not that, not that at all. I don’t think people like deal¬ 
ing with a person who has managed not to do that. The other 
thing I think also has to do, and I’ve given it a great deal 
of thought over the past five years, it does have to do with 
my personality. People know that if I have my mind made up 
about something, just because you’re white and you tell me 
that there’s something else, doesn’t mean to say I’m going 
to change my mind. I’ve found out that that’s not the way 
to be a company man. People don’t want to deal with you if 
you are what they call unmalleable. So a part of it is my 
own fault, too. I just don’t have the ability to be a "yes" 
man, I just can’t do it. 
I don’t know what the next ten years has for us in 
terms of the development of the art, the continuance of the 
art, or even the propogation of the art, the reception of 
it. I really don’t know and I don’t think anyone can say. 
We’re not producing people who have the stamina of my gener¬ 
ation. And I don’t know why we had it really, to tell you 
the truth. Plus the drug thing; it’s hit like the devil and 
they’re wiping them out right away. The other thing is the 
flirtation with commercia 1ity. We don’t know what is going 
to be. We do know that in education they’re becoming more 
solidly entrenched. The sixties are over they’re over, and 
they will never return. The older ones [professional 
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have very much hope f°r »e«use it s too difficult a road. Vour academy is going to remain 
™ 5 tougher and tougher for them to get in there 
liberal!" forget’ ln times °f shortage you don't become 
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BILL BARRON tenor saxophone, composer 
Bl11 (Wllham' Jr • > Barron was born in 1927 in Phila¬ 
delphia. He took piano lessons at seven for two years, and 
Ne9KncSKXOf?h°ne at thirteen’ Barron studied at Mastbaum 
High School, and then at Ornstein School of Music in Phila¬ 
delphia. He received his Doctorate in Education at the Uni¬ 
versity of Massachusetts in 1974. Barron is currently 
chairman of the music department at Wesleyan. Bill Barron 
has recorded under his own name and with Ted Curson and 
Philly Joe Jones, as well as with his brother, Kenny Barron 
PROFILE 
My parents were from North Carolina. They came to 
Philadelphia when they were young adults, and then I came 
along. There were five of us. My mother played piano so we 
had a piano in the house for most of my young life. We had 
a phonograph, and we had all those old records like J.P. 
Johnson and Fats Waller. My mother sent me to someone for 
piano lessons when I was about seven or eight. I stayed 
with the lessons through several books. Then I got restless 
and I stopped taking piano lessons. Kenny took lessons, and 
outside of myself, he was the most serious. 
When I was about thirteen I picked up on the sax. I 
was influenced by the pictures in the Sears and Roebuck 
catalog, and also there was a fellow in my class who had a 
sax. I can’t say that it was any individual that motivated 
me to pick up sax, you know, like a star in the business, 
□nee I picked it up, I never stopped. When I started, a 
friend let me use his soprano sax. He gave me lessons for 
thirty—five cents a lesson. His name was Redman Battle. 
I learned enough from him to take a test to get into 
music high school. Mastbaum Vocational High in Philadelphia 
was the place where they had all the music. Basically it’s 
supposed to be integrated. It was like a regular high 
school where they fed in people from all over the city. So 
they let me go to this school and I was struggling for 
awhile. I really couldn’t afford to keep up the lessons be¬ 
cause at this point I would have to get a better teacher and 
pay more money. I kind of taught myself during the Mastbaum 
days. We had the theory, counterpoint, and the history, and 
playing in the orchestra and the band. The orchestra didn’t 
have saxophone parts so I had to read other parts and learn 
how to transpose on the sax. That’s how I got better at 
reading music. 
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I had joined a band about a year after I took up the 
saxophone: Mel Melvin’s Band. There, you might say, I 
served my apprenticeship. Mel Melvin had just about every¬ 
body in his band. He had Jimmy Heath, he had John Coltrane, 
Specs Wrlght, the drummer, Percy Heath, Ray Bryant; every¬ 
body played in Melvin’s band. The band was playing at a 
dance, and there was this band from the south called The 
Carolina Cotton Pickers that came up. The city slickers, 
Mel Melvin’s band, were going to blow the hicks from the 
Carolinas away. As it turned out, we got blown away. The 
baritone sax player was asked to join the Carolina Cotton 
Pickers. So he joined and later he sent for me. I decided 
that going on the road with a band was more important than 
going to school, so I quit in the twelfth grade. I got a 
lot of useful experience: seeing the country, and seeing 
what America was really like down South. 
Uhile on the road I was drafted into the army. I went 
into the Medics first. In Missouri, I met Ernie Henry who 
was a staff sargeant in the army band. He let me practice 
on his sax and eventually I was able to work my way into the 
band, the 449th Army Band. It was nice. You could play all 
day, practice, write music. The band played for functions, 
played for the officers and so forth. 
They let me out a year and a half later or something 
like that. I played around Philadelphia for awhile in a 
number of different bands. All the cats from New York were 
coming there: Fats Navarro, Diz, Charlie Parker. I played 
with Red Garland in his quartet, and Red Garland had a big 
band which I was in. We all got to know each other and we 
used to go over to Jimmy Heath’s house and practice and 
talk. It was really intense: the interest and the meeting 
of the minds and talking about it. We used to go over to 
Johnny Cole’s house to practice. We would go to the houses 
where they had the good pianos. 
After playing around with some of the bands in Philly, 
I went to school again. I went to the Ornstein School of 
Music to start getting further into it because I realized 
that Charlie Parker and these people knew what they were 
doing. Although I had had schooling earlier, there was an¬ 
other level which one would have to rise to if one was to 
continue in this. And it was just mind-boggling to me at 
the time what they were doing. The realization that they 
weren’t just flying by the seat of their pants, but they 
knew where they were coming from and where they were going 
to. I went and studied further. Ornstein *as one of the 
H^nru"? mOI?Trn TiCeS ln the thiptiesi he was there with 
After I finished h V?*?" *° StUdy comP°si*i°" with him. 
the r I i SC 1 had to 9et a iob• I was going on 
the G.I. Bill when the G.I. Bill ran out. I had taken music 
history, redone counterpoint, theory, arranging, composi- 
tion, ear training, and so forth. 
I decided to go to New York. It was time to go. So I 
got my pension money and whatever I had saved and moved over 
to New York. I think it was 1956. I knew different people 
like Ted Curson, Philly Joe Jones, Red Garland. I guess Ted 
was my best connection because I eventually stayed in his 
house for a couple of weeks until I found a place on the 
Lower East Side of New York. East 6th Street as a matter of 
fact, which turned out to be a God-send because on that same 
street later were Booker Ervin, Pepper Adams, Elvin Jones, 
Lee Morgan, Wayne Shorter, Bobby Timmons, all within that 
one block. And around the corner was Eric Dolphy. So it 
just happened that was, you might say, an appropriate time 
in history for me to be living on East 6th Street because 
everyone was there. It didn’t hurt that The Five Spot was 
right around the corner and a couple of other clubs were 
right down that way. 
By the time I got there things had slowed down consid¬ 
erably. While in New York, I had many a job: in battery 
factories making batteries, in the unemployment office, you 
name it. Then I finally got a gig with Cecil Taylor. I was 
with him for about a year. Cecil was just beginning. Phil¬ 
ly Joe Jones also offered me a job. I went on the road with 
Philly Joe Jones out to California. Then we headed back to 
Chicago and Detroit and back to New York. In the band were 
Jimmy Garrison, Walter Davis, Jr., a fellow named Mike 
Downs, myself, and Joe. We went down to Cuba and did a job. 
This is around 1959 or '60. We played at the Tropicana 
which is the famous club there that had the ceiling that 
opened and closed and let you see the sky. 
Ted Curson and myself formed a group and things were 
beginning to look pretty good. In 1964 we got a gig in 
Europe. So we played in Copenhagen, went to Denmark, Nor¬ 
way, Finland, and then back to Paris. We were going to have 
an extended job in Paris. That upset the expatriate Amer¬ 
icans who were living in Paris at the time. They kind of 
formed a group outside, which looked like a mob, and they 
told the guy, "We’re not going to play for you anymore if 
these guys stay here on this job." So our long-run job ran 
out on us. 
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t l decided tD 90 back to schQo1 because I could see that 
I needed other possibilities. I could see that the battle 
was going to be long and hard. I got my B.A. at Coombs Co 1 - 
lege. It was Ornstein’s School which became Coombs College 
of Music. I had completed a course of study, but I went 
back to get the academics: the history and those kind of 
things. I did take Composition. I did a composition I 
never heard for chamber orchestra using, you might say, a 
hybrid form of twelve-tone music and a string quartet. 
Maybe someday I’ll hear it played. I spent a lot of time 
writing that. 
By then, the timing was such that Chris White had 
started negotiating with the Brooklyn Children’s Museum, and 
formed this group called MUSE. They had started a music 
schoo 1 . They had piano, bass, drums, woodwinds, trumpet, 
trombone, theory, band, and concerts. Actually I had more 
people working with me there than I have here. We had all 
the instruments, and then we had the theory. MUSE was good 
for me in one sense because it helped me crystalize things 
that I was thinking about. I had a chance to write some 
since we had a big band. I worked on the improvisa¬ 
tion theory because before that, you were just kind of doing 
it, but you weren’t figuring it out very much. I started 
going back to my old theory books and coming to some 
rea1izations. 
I got involved [in the doctoral program at U. Mass.] 
through meeting [Roland] Wiggins in Chicago. There was a 
Black Expo that was going on in Chicago at the time. I was 
telling Wiggins that I had been working on this theoretical 
model that I would like to solidify and put into some sort 
of course. He mentioned something about this program that 
they had. I was interested in it. I got an application and 
filled it out and I was accepted into the program. I used 
to go up once a week, spend the day, and take classes. I 
never taught any classes. That’s the one part I missed. I 
probably would have died if I had to do that in addition to 
the rest of it. 
I had a heart attack in November of '74. While I was 
in the hospital I saw the ad for this job [at Wesleyan]. It 
was in Downbeat. I knew Sam Rivers had been teaching here, 
Jimmy Garrison had been teaching here, and Clifford Thornton 
was running it at the time. So I knew about the kind of 
program they had been having here. When I saw that I said, 
"Well, let me fill this in and apply." I wasn’t really that 
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anxious to leave New York. I guess I did it out of 
said°S»Uh Start’ but then 1 <3Qt more realistic. I 
said, What s down here in New York right now." And I could 
see a few problems, so I decided to come up here. That was 
almost ten years ago, it will be ten years this fall. I 
must admit this is the longest job I have ever had in my 
life. y 
Assistant Professor, Director of the Jazz Program [was 
the position]. I was fortunate to move from being the 
Director of the Jazz Program at MUSE to Director of the Jazz 
Program here. I think it’s been going on here about thir¬ 
teen years. It’s essentially a World Music Program; we have 
Indonesian and the African and so forth, and jazz was one 
component. This is one of the few places where they have 
this kind of stuff. 
I’ve been teaching pretty much the same thing because 
I stop teaching it we don’t have our course. We offer 
Improvisation I, II, and III, Arranging and Composition in 
the Jazz Idiom, History of Jazz, and Tutorials depending on 
the interest of the student and our ability to teach it. I 
will be teaching a new course this coming semester: Im¬ 
provisation and Creativity. This will be more of a lecture, 
1 ess musical — theory, type of thing. I’ll be trying to com- 
Pare improvisation as pursued by people in other places. 
Where does improvisation and often composition begin? Does 
learning to improvise curtail your creativity? Some people 
say, "Yes." I say, "Nuts." I’ll see what happens. It’s 
going to be a seminar-type situation mostly for graduate 
students. 
We have performed with the South Indians. We had the 
Mridangam player, drummer, and the person playing the Veena. 
We got together and played a few pieces during the Indian 
performance. We also played a piece with the African group. 
It seemed like it should be a simple matter, but playing 
with the African ensemble created real problems for me be¬ 
cause it was hard to tell where the beat was. It was dif¬ 
ferent, I mean really different. So it’s easier said than 
done. I guess it’s now time for me to reciprocate. I real¬ 
ly feel as though we should collaborate more, but it’s not 
easy to really mix those things. I think jazz is probably 
the only medium where you can really mix them and not be 
considered faking it. Once you get a tradition, people 
don’t like for you to change it. They like for it to stay 
that way. In jazz, changing tradition is part of the tradi¬ 
tion. 
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th.r-.?! have about seven, you might say. Western staff and 
there s about seven artists-in-residence. The artists-in- 
Znrs t! P3id 3 certain Percentage of the full profes- 
**: , Tl;ft 5 an arrangement that started before I got here. 
I think the original idea was to change every so often. 
There have been more lengthy contracts. [Abraham] Adzenyah 
was here before I got here. He must have been here ten or 
twelve years or so. The Indians were here before I got 
here. Ed Blackwell used to be an artist-in-residence. Now 
he s a visiting instructor on drums which makes a difference 
in the pay. UJe have a pretty large department, and we serve 
a lot of people. 
When I left Brooklyn, I thought I was getting into 
something easier because Brooklyn was pretty tough. I 
worked around the clock. We were working on grants so every 
year you have a certain nervous period where you’re waiting 
to see whether the money is going to come through. And then 
there is the neighborhood politics that were involved which 
got to be pretty heavy. It was an awful mess. I thought I 
®^c^ping that. In school there seems to be quite a bit 
^^ politics. The work is pretty heavy. It’s intensive be¬ 
cause everything has to take place in the semester so you 
take it home if you’re going to get it done. If you’re 
doing administrative type things, it gets even heavier be¬ 
cause you have letters to write and so forth, and people to 
answer to. 
This past year has been probably the hardest one for me 
because I’m now the Chairman of the Music Department. Prob¬ 
lems that I never knew existed before are now coming before 
me, things that I wouldn’t have to be concerned about, per¬ 
sonnel problems. It’s amazing how there’s always something 
going on. It’s been a lesson to me in psychology, a lesson 
in politics, a lesson in watching the budget, a lesson in 
seeing how you can do things for people to help them along. 
I would say it [Brooklyn] certainly stiffened my back¬ 
bone and made me more capable of running into difficult 
situations. When you’re out there as a musician you run 
into difficult situations, but of a different kind. Either 
you don’t have any money, you can’t eat, you don’t have a 
job, or things of that sort. Sometimes there’s personality 
things, but the range of things are within a certain limit. 
Here the range of problems has almost no limit. And there’s 
less time for your own activities. You might say it helps 
you to prioritize, to use a popular word. 
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loo Y K1? °f What X’d like tQ do is growing longer and 
longer, but what I can do is always right there inVont of 
Usual! 109 thS administration is a different thing. 
mint iV m dealin9 the chairman of the depart- 
ment before. Now I have to go over to North College, as 
t s called, and plead the case to a different authority. 
You have to learn how to deal with that to try to attain the 
o jectives that would help the department and at the same 
time not form some sort of negative relationships with the 
administration. 
As chairman you have to go to more concerts. In other 
words, you have to have quality control. It can involve you 
going somewhere every weekend, once or twice, and during 
April, every night. Student recitals and faculty recitals 
and you-name-it, so you just go for about a month almost 
nightly to things. That’s when I practice, at night, espe¬ 
cially on the weekends, so if there is a concert, that’s 
that. It has affected me with respect to getting down to 
New York to try to get some jobs. Since things happen on 
the weekend here, this past year I haven’t had that many 
jobs in New York. 
It’s frustrating in as much as I definitely would like 
to play, and part of judgements about you will be made about 
how active you are in your field. It’s tough in the music 
business since records, which would be equated with books in 
one sense, are a record of your performance and quite often 
you have to produce them yourself and then find a distrib¬ 
utor . Cl produced] the last three. Then you follow it up 
by going to these various clubs and asking, "How about a 
gig?" I haven’t been able to do that this time at all. 
That’s probably the biggest problem: not being able to get 
down to New York as much as I would like to in order to pur¬ 
sue the gigs. I’d be happy right now if I could make a 
couple of gigs every weekend, if I could have eight gigs a 
month. 
It’s not really possible Cto work more with advanced 
students] except to create the opportunity for them to play 
more. That’s the only way. Or to encourage them to write 
more. In a situation like this everything is so time-bound. 
You can always say, "Come in my office whenever you want 
to," or "You can call me anytime you want to," but they 
don’t always do that. And sometimes they should have, but 
they don’t. I find that the ones that are consistant, that 
don’t miss too much, are the ones that do pretty well. Then 
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therpiV%hhe" whatever suggestions you can *hile they’re 
ere. There has not been the opportunity to have a lot of 
extra sessions with them. 
1 am seein<3 more of the student body. I do have a 
chance to relate to them in different ways because you 
certainiy will here their complaints. They want a voice in 
everything around here. They don’t want anything to go down 
without their opinion being inserted somewhere along the 
line. Of course they carry it to an extreme. I don’t think 
any teacher has to ask a student what they should teach in 
their course although sometimes I get the feeling that some 
of the students would like you to consult them to see what 
you should have. 
I understand it C1968-69] was a hectic time around 
here: that there were demonstrations and probably some arm- 
twisting. Whatever else happened during that time, it was 
definitely happening in this department. Students probably 
had more to say about what went on in the department at that 
time than they do now. I missed all of that. I came here 
to kind of clean up some of that stuff that had happened 
during that period of time. 
Around here we cross-list things so a person who wanted 
to major in Black Studies could actually take one of these 
courses as that. It would be cross-listed and it would be 
that subject, and they would get the credit for it. That’s 
the way they get around that one. They have Women’s 
Studies, African-American Studies, American Studies, and a 
couple of others that are cross-1isted. It’s a small Amer¬ 
ican Studies component and then anything related to the 
Americas can be cross-listed with it. A person can make a 
major out of that. 
I use the term Afro-American [rather than black music]. 
There’s a big discussion about whether to call it jazz or 
not. I have no qualms about calling it jazz because the 
other term implies a lot that is not included under jazz. I 
use the term "jazz" because you have to explain less. When 
I hear them play the avant-garde new music, I can’t tell the 
difference. If they didn’t tell me that what they were 
playing wasn’t jazz, I would say, "It sounds to me like your 
playing what used to be called jazz." The words have gotten 
really messed around and people are using them for different 
reasons: some to get a grant, some to show a sense of inde¬ 
pendence, some to show a sense of possession, some to show 
egotism. I personally use the word jazz for my music al¬ 
though some think it’s a four-letter word. 
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Some of the things I write would have classical ele¬ 
ments in them, but I wouldn’t call myself a classical com¬ 
poser. But I may. I was talking to Dave Baker and he says 
hese are my jazz compositions and these are my classical 
mavSr °hS'k SirCe yOU’re writi"9 for -P-rJL audUncU, 
maybe you do have to label them as such, although I call it 
the same thing and do something else in mine. I was talking 
the other day to Leroy Jenkins who belongs to the Composer’s 
orum. He says as long as I was calling myself a jazz 
player I wasn’t getting some of these particular things. I 
W*S.tt?lnklng of i°ini"g that group. I might have to change 
what I call my music. I probably wouldn’t change the way I 
wrote it. y 
I have a number of things [compositions] that I have 
started. I just need the finishing power. At this point I 
have about five which would be enough for an album. I may 
need one more. I’m changing the style, the way I’m going 
about it, trying to change some things. When I get that 
done then I start looking for the record. I should go back 
to my old principles; after each record I start immediately 
writing the music for the next one. When I finish writing 
that music it miraculously came along at that time. But 
things are different now. I have to get the record now. 
Sometimes I feel as though I’m neglecting my family be¬ 
cause if I didn’t have to practice, I’d have more time. You 
run to practice when you get a spare moment, and when you 
can get the spare moment is when everybody else is going to 
the beach. So it’s beach or practice, or it’s practice or 
the movies. My rationale is running out. I think I used it 
as long as I can so I have to go to more beaches and more 
movies now. Actually one should do things like that. If 
you work all the time, you get pretty dull even to yourself. 
So it goes into the night and before I know it it’s one 
o’clock. Then it’s time to go to bed and get up and start 
it all over again. 
I have two more years Cas chairman]. I’m going to 
stick it out. It has its drawbacks and it has it’s 
promises. I’ve never really thought about power as such: 
getting power or having power or having control of some¬ 
thing. But I guess what I like worst of all is having some¬ 
body control me. Therefore I have shot for at least being 
my own boss to a degree, which I was for most of my life. 
Being the Chairman does have some possibilities, and I want 
to explore those possibilities because I have an idea as to 
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L“°Ul? 1K><e tQ SSe happen in the music department 
This is that chance to try to get some projects taken care 
t*e bHon! VOU Can raiSe “ tQ an°ther leve1’ -nd then pass 
You’re supposed to get time reduced one load Cas 
chairman] I’m beginning to understand more and more why 
ey do that. The little things add up to a lot after 
awhile. You don’t see it until all of a sudden it’s rollino 
over you that, '‘Maybe I shouldn’t have done this. Here you 
have an advantage since everyone knows the ropes. You can 
split up some of those duties which if it were not possible 
to do it would be overwhelming. So far, with the help of 
the people around, it’s been possible. 
I guess a black faculty member might have the addi¬ 
tional responsibility of being alert to what the black stu¬ 
dents on campus are thinking and what their concerns are. 
Teaching the subject that I teach makes it a little dif¬ 
ficult in a way because they are very pragmatic in the sense 
that they are planning to be doctors, bankers, lawyers. 
There have been a few crazy ones who have decided to be 
fT,us i . I can understand that. I just happened to be 
crazy about music so money didn’t matter. People coming 
from families that may be middle class, they want that 
security for themselves and for their family. I have to 
make a special effort in order to meet them since I’m not 
teaching what would be called a course that everyone must 
take. That’s a consideration, the fact that I don’t see as 
many of the black students as I would like to by the nature 
of what I teach. That’s been a little 'downer.’ 
There’s always going to be some hot spots Cwith the 
faculty]. I’ve been fortunate in having pretty good rela¬ 
tions. I think so far it’s been as good as could be ex¬ 
pected. There have been some difficult moments, but not 
many. I don’t anticipate any. I’ll be the positive 
thinker. If you see something coming maybe you can stop it 
from building up into something. You can do that: try to 
stop problems before they arise, if it’s possible, in a dig¬ 
nified manner. 
At the beginning Cof my teaching] I was thinking more 
of the economics of it. I was teaching already before I got 
here so I am more or less continuing what I was doing be¬ 
fore. At this point I don’t know whether I would like to do 
what I was doing before when I did have a job working every 
night in a club. Since I haven’t done that regularly for a 
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long time, I don’t know how I would feel about that. On the 
ther hand you still have your problems here. If I had Good 
nights every night, I guess I’d rather be a sax pllyer! 
they all great nights, if everything would come out 
just right. But then there’s something about travelling 
around all the time. I’ve kind of gotten out of that kind 
of thing. I think my best solution would be what I men¬ 
tioned before; some teaching and regular performance would 
do it for me. One doesn’t need to perform every night to be 
happy. * 
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MARION BROWN - alto saxophone, composer 
Marion Brown (Jr.) was born in 1935 in Atlanta 
Georgia. He began studying saxophone at about age twelve 
own attended Clark College and studied with Wayman Carver 
and also attended Howard University as a pre-law studint for 
two years before moving on to New York City to pursue a 
career in music. He went to Europe in 1967, and from 1968- 
69, he was an American Fellow in Music Composition and Per¬ 
formance at the Cite Internationale Des Artistes in Paris 
fro^Tl^T VI a^5ist^nt professor of music at Bowdoin College 
from 1971-74 where he completed his Bachelor of Arts in 
Music Education in 1974. He received his Master of Arts in 
Ethnomusicology from Wesleyan in 1976. Brown has continued 
his teaching as a lecturer in African and Afro-American 
Music at Amherst College and at the University of Massachu¬ 
setts. Marion Brown has recorded extensively under his own 
name as well as with Archie Shepp, John Coltrane, Dave Bur¬ 
rell, and Gunter Hampel. His autobiography is entitled, 
Recollections. 
PROFILE 
My mother used to go to dances, and she used to take me 
with her to see stage shows. So I started to like music and 
entertainers, you know. Then I started listening to jazz on 
records, and I liked it. I thought about wanting to play 
it, and eventually I reached the age and got to a space 
where I started trying to learn to play jazz. 
He Cmy father] was around. I knew him but he wasn’t at 
home with me. It wasn’t easy to know him because he was al¬ 
ways on the fringe of the relationship: out past arms 
length, beyond reach. I had a mother, aunts, uncles, grand¬ 
mothers, grandfathers: people like that. But no brothers 
and sisters. We moved quite a few times. My mother and I, 
all in Atlanta. There’s always been movement. I’ve moved 
alot too. Maybe I picked up the habit from early life and I 
haven’t been able to shake it or something. 
Influences; like I say, my mother was. And if you look 
at it, this and any other aspect of culture, you usually get 
this information first from home, from your mother and your 
father. It had nothing to do with any type of a myth, that 
if your black or if you are growing up in the black com¬ 
munity that you’re just going to play music and be so imbued 
with music and things like that. 
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_ * Star^Sd han9in9 out on the street and getting toaeth- 
er with my buddies when I was twelve and thirteen. We used 
to go to ice cream parlors, to different people’s houses to 
ots out where baseball games and football games would be 
played. I was able to get out at night early. But there 
was so much protection and so many eyes on you all the time 
at early or late you were always seen by somebody who knew 
y°U; .In Atlanta everybody knew you so if you wanted to do 
anything that your family might not understand your doinq, 
you couldn’t do it because everybody knew you. You had to 
learn to be very careful, and very secretive. 
I started with the alto saxophone between eleven and 
twelve, somewhere around there. I can’t pinpoint it exactly 
but it’s back there. I took music and I just kept going 
through with it. Class lessons: playing marches, little 
simple things. We couldn’t play well. Later on we started 
playing pieces that were excerpts from symphonies and con¬ 
certos and things like that. At various times I’ve taken 
private lessons. But always I’d be involved in band work. 
CMy first teacher 3 was Waymon Carver. He lived in At¬ 
lanta many years. I guess after he quit playing with Chick 
Webb and those guys, he sort of found himself in the South 
and stayed there. He became an academic, but he played in 
the bands around Atlanta, too. I used to go to Clark Col¬ 
lege to play in the band for years before I started to be a 
student there so I was always taking some sort of a thing 
from him. So all during that time I was studying with him 
in one way or another; if not private lessons, then in class 
and in the band as well. 
I didn’t know anything about being an artist, or think 
about being an artist until many years after I had been just 
a musician. I enjoyed the idea of being with a group of 
people and you all would sit there and play while some man 
or some woman is waving their hands up and down, and ever- 
body’s coming in and out at the right places. I used to get 
to feel that even sometimes that we were even expressing our 
emotions and feelings in these things we played. And then I 
started to find out that there was more to music than I had 
dreamed of. 
When I was in the service I was a teen-ager: seventeen. 
It was a way to go away from home and travel, and get to see 
the world, and be able to do things without somebody going 
and telling your mother and your father and your aunts and 
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uncles. You knou, neighbors see you doing different thinn. 
stretch -‘“-V filing on you, so you couL't reaUy 9 ’ 
stretch out unless you get away from home. So I joined the 
t;^_53d tried to SB* of the world. That was about 
I left Howard University. I decided to leave it all 
the q° Ih NeT ^°rl< and get int° music’ 1 had already quit 
the South. I knew I wasn’t going back down there. So I 
went to New York. This is around 1962-63. I had to find a 
place to live, and work to support myself. And then I met 
musicians and I started playing with them. I met the guys, 
Archie Shepp, John Coltrane and Ornette Coleman and people 
like that, and simply got into it. It could have been 
miraculous and then maybe it wasn’t, I don’t know. Maybe I 
was just at the right place at the right time. 
I made a couple of records with Archie Shepp, and one 
with Coltrane. I didn’t know Coltrane as well as people 
think I did because I played on the record C Ascension!. One 
of the reasons that I didn’t know him too well was because I 
didn’t chase him. Everyone else, they chased after him for 
his favors. That was a whole occupation for some people: 
"Chasin’ the Trane." And Coltrane, he did a lot of things 
for people. But it must have bugged him, you know, have 
everybody giving you the impression that you’re their 
savior. My thing is not to bother people like that because 
everybody is after them all the time. It’s selfish and it’s 
bad, too, because no one should ever do that to anyone, make 
them feel like that. But it’s like that. In the black com¬ 
munity, we have so few heros that when we get one we devour 
them; eat them up alive because we have so few. 
By the time I had lived in New York five or six years, 
I hated the life of a jazz musician and the views that the 
world had of them so much so that my whole attitude towards 
it all just really got to be pretty bad and pretty negative. 
I found it hard to live with it. People have this whole 
idea that you’re not worth anything, what you do is not 
worth anything. Number one because it comes from black 
people, and number two because it’s spontaneous and not well 
thought out. It’s worth something, but not much. 
I do notice if you do have any sort of good upbringing 
of a home, and any kind of good moral stance and stuff like 
that, to the jazz world you’re not good. What jazz musician 
is supposed to tell a critic that he goes to church every 
Sunday and that he’s been with the same wife for forty 
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years. They don’t want to hear that. They don’t want to 
hear you talk about anything that’s positive. They don’t 
want to hear you talking about having any degrees or qQinq 
school either. They would never point out the fact that 
certain musicians have been with their wives and children 
^ never divorced. They don’t want to point 
f*ct that certain jazz musicians go to church and 
work in the community. They don’t want to talk about them. 
I left and went to Europe because I thought it would be 
better in some ways. I expected to work more often and I 
did. But I didn’t expect to be treated any better because I 
went to Europe. I never believed that Europeans were going 
to be any better to me because I was black than people here 
in this country, and I never found them to be better. Euro¬ 
peans are quick to point a finger at American racism and 
things like that, but still they treat you like a black per¬ 
son. You always know how that is, you know. That is giving 
you the least of everything there is: money for your gig, 
accomodations. 
They [Europeans] can separate you from music. They can 
compartmenta 1ize you. I was in Hamburg one time, years ago, 
making a T.V. program with a group of American musicians: a 
mixed group, white and black people. A couple of people got 
into an argument with the T.V. technician, and I’ll never 
forget this German T.V. technician perched up on the top of 
his thing, he told this musician, he said, "Look, we don’t 
want you, we only want your music." And I looked at it, and 
I understood it, and it probably meant more to me than it 
did to the guy that he was talking to. I never forgot what 
he said because it was proof of what I felt, you know. You 
can feel that in foreign countries. People, they don’t want 
you because you’re black, they want you because you play a 
kind of music that’s unique and good-sounding music. A lot 
of people go along with this myth about going to Europe be¬ 
cause it’s better for black people over there than it is 
here. No, man. I don’t know how it could be better for 
somebody to go that far away from home. 
I’ve never been able to do it, to think about that, be¬ 
cause I’m too much into this country. I’d just rather live 
here than anywhere else on earth that I know of, or that 
I’ve been. I wouldn’t want to live in Europe, I wouldn’t 
want to live in Japan. Japan makes it so difficult for you 
to get there. You can’t go to Japan if you don’t play a 
certain way. You can’t go to Japan without a piano in your 
group. Nobody’s ever said anything. What you have to do is 
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you have to watch things and you have *-n ho ^ 
and things like that. If you dres5 funny ll.rTlV 
aontn 7 we^d clothes and you talk stra talk, you can’t 
go to Japan—they won’t let you. But certainly you can’t 1 
i you play totally free music. The only reason I anf f 9 
o Japan, I had to play with conventional rhythm sections 9° 
” pl^.standard music. Those records I made for Japan are 
all within the tradition of 4/4 time, and minor 2-5-7 ,azz 
music. If I had never done that, I never would have gone. 
They [the musicians] got everybody thinking that Europe 
is b^ter. It’s just more gigs. The people are really mu¬ 
sical, they like music. So they bring into Europe all kinds 
of music that’s not there. But that’s it. There’s nothing 
else beyond that. Sometimes I notice you go to Europe and 
when it’s time for you to arrive in the town, they’ll be 
good to you; they’ll treat you and they cater to you all the 
way up to when the job is over. And then after that, they 
won t even take you back to the train station the next morn¬ 
ing. You have to make it for yourself. But, you know, I 
always knew that. And I never would believe these guys when 
they say they’re coming back the next morning at six and 
take us. I was always up and ready to go, and when it got 
past the point when I knew they wouldn’t come, I’d always 
wake up the band and say, "Hey let’s go." 
After certain point in life, your career becomes 
ridiculous. I mean, especially if your an artist and if you 
are the type of artist whose success has been stifled be¬ 
cause of race or because of ability or what have you. It 
gets to be like a broken-record type story. But for myself, 
and for most artists, to talk about all that is really pain- 
ful. Like for instance, I’ve made over thirty records. I 
have no form of security from it, no money. What money I 
made from them was so little I had to spend in just living. 
I feel like if I had been another type of person or if I had 
been another race of person, that I would be more successful 
at this point with my music and also with other things. 
At this point in my life, I like music 'and I love music 
and I want to play it. But I don’t feel like pursuing it: 
looking for places to go and places to play, looking for op¬ 
portunities to record, looking for this and that and the 
other. It’s too much like begging. That’s the job that an 
agent would do, but I’ve never been able to find an agent. 
Many of my contemporaries from the sixties haven’t. Most of 
the people that I came through with in the sixties do not 
get any work playing music: Ornette Coleman, Cecil Taylor, 
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Sonny Murray, Pharoah Sanders. There may 
names from that era that do work and get a 
But most of the people from my generation 
that ushered me into the scene—have been 
out. 
be a couple of 
lot of attention, 
of music—the one 
totally clamped 
I have been at the brink of being successful two or 
three times, and the people in charge just decided that they 
JU!! "ant lt to be «»e. I was at the brink of success 
with ECM Records; I made a helluva record for them, and for 
some reason they would not make another record with me. 
They did not want me to have any more success than that. 
The praise that was heaped on me for Afternoon of a Georni^ 
Faun is the kind of praise that they want to save to be 
heaped on European people, or people of that background. 
They wouldn’t record me any more. They didn’t want anybody 
else calling my work "masterpieces" and "works of genius." 
They didn t want it to begin with, and when they got it they 
couldn’t deal with it. That was one of the worst deals I 
got in terms of my humanity and my ego as a person. 
If he [Marion’s son] chose to be a jazz musician then 
bis fate would be the same as everyone else’s, unless he 
happened to be another Miles Davis or something like that. 
Otherwise he’d be just going down the road that so many 
thousands of other people went down. A road that you start 
out at the beginning of the road with a nice clean suit on, 
and by the time you get down toward the end of the road, 
your shoes are worn out, your clothes are old, you’ve got 
holes in all your pockets, your pants and coat are tattered, 
your shirt collar is grimy and dirty, your hat’s all worn 
out, and your horn case is all -tied up with ropes and 
strings. I chose the unsure thing that just doesn’t promise 
anything. 
I got a part-time job at Amherst College along with 
Stanley Cowell. I was at Amherst College for one year. I 
found out about it through the grapevine. Now I don’t know 
exactly who or what, but it was not a job that I got out of 
the newspaper so someone told me about it. I applied for it 
and I got a job there. The job was I taught one class in 
history and I shared a class with Stanley Cowell in per¬ 
formance. I don’t know whether the course was in the music 
department or not, but the physical space that we taught in 
was in the music building. It was probably listed under 
Black Studies or something like that, but we taught in the 
music building. It was a position that could have gone on, 
but I resigned my position to concentrate on my studies at 
Wesleyan University. 
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_ j j1 P?1'S? t0 lt llke every°ne else, and I was accepted 
90 re sPecif ical ly because it had a real 
well known program in ethnomusicology. I was accepted there 
* esleyan in 1974 as a candidate for a Master’s Degree in 
Ethnomusicology, specializing in Afro-American music I 
went down there and started going to school with all these 
different people. I saw all these foreign people: Chinese, 
Japanese, African, Indonesian, Indians from India, and In¬ 
dians from the United States. Everybody down there was 
playing music from a different part of the world and so 
that’s what I wanted to do. Going to school there gave me 
the opportunity to look at some people from another part of 
the world, especially through music. I enjoyed it. I was 
down there for two good years and got my M.A. degree in Eth- 
nomusicology in 1976. It was a good experience, a very good 
experience. I learned a lot about Afro-American music, es¬ 
pecially about how to present it as an organized field, as a 
^ i i P 1 • I knew a lot about its history to begin with, 
I’m a part of the history, but I must admit that I did learn 
Quite a bit at the graduate school with regards to the 
presentation of the material in an orderly manner. 
The critics and people like that, they wrote me off 
from the time I started to be connected with these schools 
and started to try to make the kind of music that I did in 
"Vista" for Impulse. They started to write me off. They 
said it was too romantic and the feelings in it were too 
ro<-ich of romance. So I’m not supposed to feel any romance. 
Nothing but just anger or sounds that people interpret as 
angry sounds. 
How I finally came to the area is a very personal mat¬ 
ter . It has to do with my family life. Anyway it brought 
me there, and I remained there for nine years in this educa¬ 
tional community without being a part of the educational 
community. I never did any work in the community as a 
teacher other than at Amherst College for that one year. 
Anything I did at the University of Massachusetts was aside 
from the regular school and university: a little bit of 
teaching at Southwest and a little bit of Continuing Ed. 
That’s it. 
It’s getting to the point where I want to leave and I 
have to leave really because I haven’t garnered anything 
here that would give me any sort of a stake in anything. 
The job that I have is a good job but it doesn’t pay very 
much money. It’s not the fact that it’s one or two 
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courses—it’s the auspices under which the courses are 
taught. I’m not doing a departmental kind of thing. It’s 
an off shoot, it’s an experiment, you know. My reputation 
is such that anyone who would have use of me within the 
realm of a job teaching school or something like that at one 
of the colleges, they would have gotten in touch with me by 
now. I also want to have a change because of drawing. I 
feel like if I make a move, it’s going to enhance my draw¬ 
ing, my life and everything. 
I have to pursue teaching because it’s the only thing 
that I can do within society that I can work at in such a 
way that I can make a regular salary for it and enjoy the 
privilage of having a check to cash every week or every 
month or sometime like that. So teaching I hope would be 
the basis of my existence and I just play music and play my 
gigs as I get them. 
CFrom a later interview] 
At that point I had entered a time when I could find no 
pl^ce in education for myself. In spite of my qualifica¬ 
tions and/or accomplishments I couldn’t find anything. 
There was nothing that anyone in the area would do to pro¬ 
vide me some form of employment as a teacher except for 
Southwest College Cat the University of Massachusetts]. 
During this time that we’re speaking of my whole outlook on 
the whole thing became very bitter. I felt rejected and I 
felt the educational system had failed me. I thought that 
in a situation like that where they have a resource like 
myself, that not to take some sort of advantage of it or to 
help it grow was a gross form of neglect. It turned my 
thinking in a sense against that sort of thing. Not in the 
sense that I don’t want to teach, but in that area I saw 
those institutions as being precisely what kept me from 
being able to maintain some type of a decent living standard 
while I was up there. 
The one thing I don’t do is try to figure out what the 
overall reason for what people do is, or if it’s happening 
to anyone else. I don’t know about anyone else up there ex¬ 
cept myself. I do know that there were people constantly 
coming in and getting positions of various sorts at that 
place. That’s all I know. I don’t know why their attitude 
towards me was what it was or if it really was that. All I 
know is that in the nine years of being there I could not 
reach these people as a human being, as a brother, or as a 
musician. 
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You never stop learning music, but you can stop teach- 
’ 1 “°ulTd llke to <3et b^k involved with teaching and 
maybe one day I will. But this much I know; the job that I 
get in the future will be like the first one I got It 
won’t be something that I find out about in the newpaper, 
and it won’t be something that I have to compete very hard 
with someone else for. It will be something that someone 
thinks and are sure that I am the man for the job. That 
could come up. And when that came up, they could get quite 
a person for that job because then I would immediately turn 
my thinking totally towards this opportunity to teach which 
I like to do. 
Since I’ve been drawing and starting to get into visual 
arts, I’ve found that more people are getting worried about 
that than encouraging to me. Some people are thinking and 
saying, "Well, you can’t do it, you can only do one thing. 
I’m going to tell them, "No, you can only do one thing—I 
can do whatever I think I can do." Since I started drawing, 
a lot of things changed for me. I think I’m even playing 
better. I know I sleep better. I know I quit smoking since 
then, and I know generally that I feel much better because 
at least one of the mysteries was solved. I’m more 
satisfied with myself and the world now that I’ve been doing 
that for the last two years than I’ve ever really been in a 
long time. I had to do this. It took me a long time to 
find out. 
In the last year I sold about seventy to one hundred 
drawings and I haven’t played more than one hundred times in 
the last ten years. I’ve been able to find a place to show. 
And I’ve found people interested in my work, and they are 
helping me to get ahead with it. Drawing with ink espe¬ 
cially, I discovered that it was just something I liked 
doing, something that just worked for me. It’s a simple 
thing, but there’s a lot that can happen with it. 
Now I’m looking for work and I’m looking to stabilize 
my residence, but I’m not desperate. In other words, I’m 
going through a big change in life and thinking. I’m at an¬ 
other point now. So I’m here and I’m happy about it. I’m 
not mad with anybody, I’m not frustrated, I’m not hungry. 
And I’m not employed. 
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ARCHIE SHEPP - tenor saxophone, composer 
Archie Shepp was born in 1937 in Fort Lauderdale, Flor¬ 
ida, and was raised in Philadelphia. He studied piano, 
clarinet, and saxophone. Shepp attended Goddard College in 
Vermont and received his B.A. in 1959. He moved to New York 
that same year, and taught in day-care centers for two years 
and then in public school for two years. Shepp worked 
professionally in music during that time and for the next 
several years. In 1962, he attended the World Youth Festi¬ 
val in Helsinki and also performed in the Soviet Union. He 
returned to Europe in 1963. Shepp went to the University of 
Buffalo in 1969 where he served as assistant-chairman and 
chairman of the Black Studies Program. He came to the Uni- 
versity of Massachusetts in 1971, and is now a tenured 
professor in the W.E.B. DuBois Department of Afro-American 
Studies. Archie Shepp has recorded for twenty-five years, 
primarily under his own name, and also with John Coltrane 
and Max Roach. 
PROFILE 
Where I was born, we didn’t have any electric lights, 
and we just had a battery radio. At a certain hour, every¬ 
thing went out. I didn’t get to see electric lights until I 
went to live with my aunt and uncle in Miami. Of course 
there was no hot and cold running water; out-houses and that 
sort of thing—that’s what I grew up with. You’d take a 
bath in an old, big, tin tub, and heat the water on the 
stove. You’d live in a wood house with the snakes and the 
scorpions. 
I still remember the "white" and "colored" signs. 
Those are my earliest memories of the South. At Woolworth’s 
and all the public facilities, there was always a "white 
only" and a "colored." Right up until 1959 in places like 
South Carolina, you could still find that. Kids who were 
born around that time, they don’t even remember, they don’t 
know anything about that. In fact they don’t understand 
your frustration when you perceive some of the same elements 
of American society even though perhaps the more graphic 
items have disappeared. The signs are gone, the physical 
signs are gone, but there are other signs, I mean econom¬ 
ically speaking, socially speaking, which indicate that the 
change has not been altogether a gut change. 
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My father’s a banjo player and he always loved music 
and my mother loved music. I started taking piano lessons 
at ten, which is early for a black child because often 
?hIeQtS^K°Uld?lt ?aY f°r th°Se thin<3s- We had come up from 
he South m the forties. I remember sitting in the back of 
e train and the soot was blowing on the little white shirt 
my aunt had bought for me. We took a train called the 
Champion." That was the train that brought the blacks up 
the East coast to New York, Philadelphia, Delaware, all 
those places. We took that train when I was about seven 
from Fort Lauderdale to Philadelphia. Those who made that 
migration in the forties, they would all have this shoe box 
full of fried chicken and either a piece of chocolate cake 
or a little banana pudding in a jar. That’s how we came 
north; it was part of our migration. 
My grandmother and my aunt were quite good to me. They 
were able to precipitate something like a lower middle class 
existence for their grandson Archie. And eventually when I 
joined my mother and father in the North, they helped me buy 
a saxophone. They made the downpayment and my mother and 
father kept up the payments. My first saxophone was a 
tenor. But then I got worried as I began to meet some of 
the real good players downtown that all the good tenor 
players had started on alto. So just on a whim one day I 
traded this almost brand new Martin tenor saxophone for an 
old beat up alto. My parents were aghast. It was the last 
new horn I owned for years, until well after I got married, 
I tell you. 
I majored in playwriting at Goddard College. When I 
left the school I felt as though I had been liberated. I 
knew who I was as a person. I understood profoundly what it 
was to be black—I knew that when I went there. But maybe 
what they did for me was to just let me understand what it 
was to be a human being. That’s something very few black 
people get to know, unless you go to Europe or somewhere and 
get outside the United States. Ultimately I went to New 
York. But when I got to New York I was ready for New York. 
I kept my writing going and eventually I had a play pro¬ 
duced. 
I guess I didn’t begin to realize that maybe this whole 
way of doing things that we do them here in this country is 
unnatural until I went to college. Because things I began 
to accept as normal, that is to say, our human differences 
as it were, that black people and white people, they just 
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rarest^/1"05! thi"9S’ the* together except in the 
_r_ th f 1"sts"ces> and then they must be freaks. Those 
are the implications of that kind of life. 
to * rditi°ned t°r a number °f plays- Then 1 determined 
to write a play. I used to go to auditions where they had 
advertised for one black person, and like today with people 
looking for jobs, you’d find six hundred people there to 
audition for this one part. To myself, I thought, "One of 
the main problems is that we have not produced enough work 
o give actors jobs." The play I wrote had as many as twen¬ 
ty characters. There were numerous scenes. Part of that 
was functional though because I wanted to give as many 
people work as possible. 
Cecil [Taylor] gave me my first chance to record and 
eventually peculiarly because it was one of the few really 
long lasting gigs that even Cecil had—we ended up in this 
play called The Connection." I suppose I worked longer in 
that play than I have in any club ever or at any time in New 
York. We worked for two months straight which is really 
quite unusual for us at that time. I said, "Maybe some¬ 
body’s trying to tell me something, maybe I should be a 
musician. 
I think after I left "The Connection," which was really 
after I had been employed by Cecil Taylor for some time, I 
began to accept the possibility that this could be my role. 
I hadn’t, I must confess, thought of black music as the most 
intelligent experience because I labored under many of the 
stereotypes that other people did, coming from Philadelphia 
which is a very middle class experience whether you come 
from the ghetto or not. Maybe I hadn’t thought of music as 
the most intellectual experience up to that time, and that 
was important to me, largely because I still considered 
myself partly a literateur, a writer, an actor, and I 
thought, perhaps subconsciously felt, that these crafts were 
far superior to being a jazz musician. Most jazz musicians 
as I knew of it were not formally trained and so on. I sup¬ 
pose I had all the hangups that a lot of people have. 
Then I began to meet for the first time people like 
Cecil Taylor and Max Roach. Also my first meeting with John 
Coltrane, which was intellectually and spiritually quite 
edifying, began to make me understand just how much I loved 
music. And conversat ions with Taylor, which I had many, 
many, helped me to understand just how profoundly intellec¬ 
tual the implications of Negro music are. I suppose I 
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^ouldn’t: have known that had I just been looked into Phila- 
deiphia, a small town ghetto as it were. But having been 
esP?Iw0r°anrJ?tk ^ NS" Y°rk types’ pe°ple « disparate 
y and Coltrane or Jimmy Baldwin and Max Roach, I 
began to see something much larger than I had imagined in 
i^Zas0 CUltural basis’ the source of my culture: what 
it was and how immense it was, how it spilled over into 
music and painting and into words and theater. Then I beqan 
to develop a much more holistic idea. I began to feel my 
implications as much greater than I had ever imagined in 
Philadelphia. Suddenly I saw that not only was black music 
capable of intellectual expression, but that perhaps it was 
the source of it. All the writers and the painters leaned 
on it; it was Coltrane they came to hear for inspiration, 
for their images, for that ultimate "esprit de liberation." 
So I began to feel, yes, I’m on to something here that I 
have never understood, but perhaps I’m very fortunate to be 
involved with it because for whatever talent I have it’s a 
blessing to be able to tap the muse, especially in this 
area: black music. 
New York at that time you could get jobs subbing in 
various schools. I was a musician and I didn’t want to take 
a permanent job. That would enable me to play some days, 
^•each some days, so I could keep my work going. Those are 
the kind of situations you look for in New York if you plan 
to make it in the arts as an actor or a writer. You look 
for jobs like day-care which allow you to sub and make a 
salary. If you’ve got a kid maybe you can just get by. 
When I started teaching public school, of course the salary 
was much better. But I hadn’t decided to become a teacher 
and hadn’t really accepted that responsibility firmly until 
I moved, until I actually started teaching in the area where 
I lived. When I did start as a substitute, I taught all 
over New York on a day-to-day basis really. 
Then I took a job in the Bronx in a school, you might 
call it a ghetto school. It’s in the East Bronx, a really 
tough school. I stayed there four or five months which is 
as long as I taught at any school for awhile. I wasn’t 
working much as a musician anyway. I was beginning to grow 
used to the security of getting steady income, though I was 
still very much committed to music. Teaching began to sort 
of mean something else to me at that point because I became 
closer to some of the other teachers who were really very 
dedicated people. Some of them were good teachers, excel¬ 
lent teachers. Though we were in a rough neighborhood, you 
find oftentimes some very committed and dedicated people in 
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look h ^ 9an tD rUb °ff °n me to some degree. I 
1 C r/i; Public school education [teaching] with a 
** °f humilltV and love and compassion. I think 
that’s where I learned how to teach. 
Many of the fears of my youth have certainly evolved, 
they have changed. Perhaps I am apprehensive about dif¬ 
ferent things now because travel has taught me a lot about 
my own self, my role, my image. Going to Europe, for exam- 
???’ [ T a black man is indespensible. It’s the first time, 
J.!"ke.yOU find a mirror which you can finally look into, 
it fills in some missing aspect of the personality because 
there for the first time you meet white history. You meet 
Euro-Anglo-Saxon romantic history with all its flaws, its 
lies, its fantasies, and whatever truth there is. Europeans 
are not afraid to tell black people what they think of them, 
to honestly tell them what they think of them. Meaning not 
only at the most extreme antipathy, but with the most ex¬ 
treme amore and passion. Just that kind of spectrum, the 
possibility of another way of looking at oneself presents a 
lot of interesting and new changes in your own soul. 
In 1962, I was in Helsinki at The World Youth Festival 
which was a very interesting festival. I was eventually in¬ 
vited to go to play a few gigs in the Soviet Union. So I 
got to see Volgagrad and Moscow, and a few pioneer youth 
camps. We got to go around a bit when I was there. In 
fact, I rather enjoyed being in Russia. It’s a very in¬ 
teresting and powerful place to be. They have a very strong 
self-awareness.... It was an interesting time for me to be 
there, very poetic. At my age as a young man, it was one of 
my first trips to Europe. It was very edifying and some¬ 
thing I have not forgotten. 
I opted to go to Buffalo before I left New York, and 
Acklyn Lynch of course inveighed upon me quite strongly. He 
had an idea which was larger than me; it included Nelson 
Stevens, Paul Carter Harrison, Elio Pomare, the dancer Diana 
Ramos. He called it the Pan-African Institute for Culture, 
which he felt should be an adjunct to Black Studies. He 
felt that Black Studies was somewhat isolated in the sense 
of culture. Incidently, that point of view has been proven 
true a number of times since he first raised the issue. At 
that point C19713 it might have been a bit controversial be¬ 
cause Black Studies was just emerging from its inception, 
its birth. I thought it was an exciting idea and had all 
kinds of potential beyond what I could possibly do at the 
University of Buffalo. 
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The Institute really fought quite diligently to stay 
forVVt p TntUtily’ let’S the university hasn’t ready 
■ erhaps the idea was a bit premature. Three or 
four years the Institute lasted. I should give Chancellor 
Bromery a great deal of credit for efforts that he made, and 
I would say ultimately the Afro-Am Department whom, though 
they perhaps were not immediately receptive to the idea, had 
to eventually endorse it for it to go through. Without 
their support, even perfunctorily, it could never have hap¬ 
pened. I’m thankful to all the parties that made it pos¬ 
sible. H 
There again, it takes me back to what I was saying that 
it seems to me that black studies departments have been 
designed for failure not because of the departments them¬ 
selves, even though sometimes we do fight against our own 
best interests, but it hasn’t been that—it’s been because 
the university at large has not given us the tools with 
which to pull ourselves up by our own bootstraps. I think 
that’s a really unfortunate situation and it can account for 
the frustration and a kind of a morale factor which though 
it’s certainly not low, it hasn’t reached its creative peak. 
I’ve been here for about twelve or thirteen years. 
When I came initially we had Reggie Workman here. He taught 
several workshops and performance courses. Of course, they 
got rid of Reggie. He didn’t seem to have a proper bowing 
technique or something. We lost a good man. Stanley Cowell 
and Marion Brown were teaching over at Amherst College. I 
don’t know why they left. I thought it was unfortunate that 
they did because at that point we were participants in what 
I considered a great moment, at least as far as the poten¬ 
tial of this music goes and the possibilities of making it 
an intrinsic part of the academic environment and maintain¬ 
ing the experiential, the empirical aspect. As these people 
were syphoned off, for whatever reason, including the people 
in theater and other creative people, we became weaker and 
weaker as far as our thrust is concerned. 
At that point I did have a joint appointment with the 
Music Department. I was teaching here [Afro-American 
Studies] as well. Max and I both came here in that status. 
However, Max opted to go into the Music Department and I 
opted to stay in the Black Studies Department. There were 
two performance courses that I was teaching, and they’re 
pretty much like the ones I teach now. As I structured them 
or didn’t structure them, they were primarily just jam ses- 
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sions. Essentially I try to create in the course, thouoh 
it s never really worked out because I don’t have enough 
students and the caliber of the students isn’t sufficient to 
reany make it work, but it was the idea of the jam session 
just like it used to work for me. That’s how I learned to 
play, out of an oral tradition. 
So they get me to teach harmony, theory, jazz violin, 
jazz guitar, jazz flute. Essentially as a jazz teacher, 
people expect me to teach every instrument and not to spe¬ 
cialize in anything. It’s like being a high school music 
teacher. I objected to this really, I suppose, from the be¬ 
ginning. It got me into some difficulties in terms of just 
flak and bad feelings created between one area and another. 
This performance course of mine is going to be phased 
out. I’m not really that interested in teaching performance 
anyway because rarely do you get a student whom you feel has 
that kind of potential. Normally that’s done on a private 
teaching basis. If you have a saxophone student that you 
think is a stellar performer, then he or she should be 
paying you, and you teach them what you know. As far as 
this kind of performance classes, the people in the Music 
Department have no real relationship to Black Studies in the 
sense of music. There’s no relationship at all between me 
and the Music Department other than the fact that they’ve 
allowed me austensibly to put a Black Studies class on the 
premises. Their catalog—nothing, there’s no mention of me. 
There again the whole nature of the relationship 
changes when you have a program like the University Without 
Walls where you have semi-professional and professional 
people coming back for degrees. I’ve worked extensively 
with those kind of students. It’s been really good for me 
because as a professional, I like the give and take of that 
kind of experience. It’s much closer to a professional ex¬ 
perience. That’s why I feel people like me are important at 
this level. The professional has a role to play: to unleash 
the creative potential of the students and even the teachers 
at times, if they are willing to engage the professional on 
a real equitable basis. 
The Pan-African Institute began to have another kind of 
implication in terms of heightening the awareness of the 
greater community to the need to expand our cultural con¬ 
tact. For example, when Max came here we had numerous meet¬ 
ings with the black community because it was quite a strug¬ 
gle and quite a fight to shake the money loose from the 
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BlaCk were very apprehensive and reluc¬ 
tant. So we met with the students, and they raised the 
quest^ns, "Well, what can you do for us, what is the poten- 
tiai of your involvement with the school?" And Max gave 
this idea, he suggested, "Well, one of the things I want to 
is to start a choir that would be composed of the com- 
Pe°Ple the college and so on. This became 
e New Africa House Choir [Voices of New Africa]. 
That band CAttica Blues Big Band] came together. I 
[thought] to take some of these kids out of the school and 
give them a kind of a work-study in their profession which 
is music. This was something that was completely privately 
sponsored, in fact by a record company that I worked for. 
It was a thirty-two piece orchestra; at least a third of the 
band was composed of students or T.A.s, people who were in¬ 
volved with U.Mass. They were there [in Europe] for about 
two weeks. It culminated in a recorded album called Attica 
B1ubs. I find it demonstrated very amply how professional 
people in context with academia could begin to open up other 
avenues of employment for students. I think it could have 
been a great step forward for us in terms of beginning to 
open up another kind of "engagement" between academia and 
professional people like myself. Perhaps eventually if they 
began to throw their support behind us, the idea could spin 
off into something really important from a cultural point of 
view, and important for the students as well. 
I leave students on their own a lot. I expect a lot 
from them, but I don’t demand much from them. In a world 
like ours where more and more young people are oriented to 
authoritarian, submissive control, my sort of education 
seems disorganized and strange, peculiar. If I don’t tell 
them what to do they don’t have a damned idea in the world 
what to think about. And even when I tell them, they don’t 
do it. It’s not as though they do it. It’s just as though 
they feel that the job has been done because they’ve been 
told. 
UJe have no budget for guests and artists who could come 
in. This could be such a rich area in dance and theater and 
music. We could do here what they did at Wilberforce with 
Erskine Hawkins and Jimmy Lunceford. We could create a bet¬ 
ter band or orchestra than they have at North Texas State. 
We let people like Ray Copeland die, and just stagnate. 
They have nothing to do except in the summer or at some odd 
time, while they give opportunities that abound I think to 
people who are far less talented — I wouldn’t even put them 
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gree«eor:h%r^r^ye“^?he^lcbeCa?hSet‘har- have “ad"‘' de- 
r:uvnihsity art at the white university, never, never, ever. Never has 
or Se?h^‘y.tHe P°tentidl — — - bllc^dance 
You know, we’re really fighting something here at the 
of1::: Y r 1 “id at the Winning, a level, a st^d^ 
of mediocrity which I think pervades state institutions 
SoWnk^ Y'h IkU d°nit flnd that at Amherst College and Mount 
Hoi yoke and those places. They’ve got Black Studies Depart¬ 
ments there, but they put their money where their mouths are 
at. I think what they’ve done to Black Studies here is a 
goddamn shame because they’ve never given us any money, 
whether we fight for it or not, whether we ever say a word. 
They’ve never understood the implication of our culture, of 
the meaning of what happened in the sixties which made all 
this go down in the first place. 
A lot of the youngsters don’t seem to understand the 
implication of what it took to get a building like this, a 
Malcolm X Student Center, and so on. They’re not concerned 
with much of the political impedimenta. But we shouldn’t 
relent to the extent that we at least stop demanding on a 
rational political level things that are due to us like copy 
machines, like audio-visual equipment, like the right to 
build a whole cultural component to Black Studies which I 
feel is the weakness of Black Studies: that Black Studies is 
still essentially a History/Eng1ish medium and that the 
white university has never really turned it loose because 
it’s never understood it and it’s always responded essen¬ 
tially from a position of fear. And remember, Black Studies 
departments only exist at white universities; that’s the 
only place where they’re needed. At black colleges there’s 
no need for Black Studies—maybe a lot of other things. 
What gets to you is that when, as in this department, 
you are often engaged in cross-cultural information, people 
become almost illiterate. The mere mention of phenomena 
outside of Anglo-Euro-Western phenomena like Benin, Ife, 
□yo, Yoruba, Senufo, it’s as though you’re speaking another 
language. Their schools have not prepared them to absorb 
any kind of cultural information outside that which is most 
compatible with television fantasy media. I find that in¬ 
credible in college level students. As you can see, most of 
my class is white, so they can’t just say it’s the black 
ones who are ignorant, it’s the white too. You wonder what 
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is an education today, man. Is 
money or how you get a job when 
important to know something about 
mean really the world around 
nations, the family of man. 
it all about success or 
you leave college? Isn’t it 
the world around you? I 
you, meaning the united 
I think I’m perceived as a maverick, essentially a non- 
academic type. I think I’m somewhat mistrusted, or should I 
say reiuctantiy trusted, with a great deal of inhibition and 
caution thrown in. We’ve arrived at an uneasy detente, 
rather like Russia and the United States. But it mellows 
because today I think things are quite different from the 
way they were when I originally came here when we were in 
the last throes of black power, and the political thrust 
made by the sixties had not quite abated. 
To some degree the outcome of the sixties in terms of 
these kind of places, Black Studies and like that, has been 
a bit anti-climactic given the death of people like Fred 
Hampton, Mark Essex, Malcolm Malik Shabazz X, the Kennedys, 
Dr. King, the whole Vietnam Crisis, and the struggle at that 
time to achieve a better world. People have accepted far 
less in a way, but maybe that’s progress too because prog¬ 
ress doesn’t really move as I perceive it, in leaps and 
bounds, but hopefully step by step or whatever. 
We are truly Negro intellectuals here and we have a 
stellar faculty, perhaps better than this university 
deserves. I mean the people here in this department, many 
of them have really done things, from people like Femi 
Richards to [Michael] Thelwell and [Julius] Lester and Max 
[Roach], and.Nelson Stevens. For part of this I give credit 
to Acklyn Lynch who really had a tremendous vision of creat¬ 
ing a cultural wing for black studies. I think that has 
been the one failing of black studies: that it has failed to 
address itself to or to really build a culture component or 
to understand that perhaps Negro culture is fundamental to 
an understanding of Negro history or the creation of a Negro 
ethic or a black aesthetic. So much of what survived in us 
seems to have come through images: either sound images or 
dance or just the folk tale and so on. Much as we like to 
think of ourselves as like other people, in a way we belong 
to another world and we have never evolved the way others 
have in this world. 
I think it’s [academic environment] fantastic for the 
artist, if there is a ray of hope. But the question is, is 
there a ray of hope? I find myself here, in a way committed 
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to academia, no matter what people mav think t> 
tiLbBCIt-e 1 r the road t0 and t i (ns ■ It s not simp 1 v th^t I fh i nL- ; i 
tance of my professional relationship to the*university^T 
have something to bring back. I’ve been somewhere I can 
ring something to my students. I can undergird my abstract 
ideas with some real empirical pilings. 
ri|U UntiLW! ^der5tand that there is Such * thing as black 
lture, that there is black art, that it exists and it al- 
ways has in the United States, that it has a fundamentally 
W°rld Vlew and Purpose from what they taught Klaus 
□Idenberg or what they taught Frank Lloyd Wright, that we 
see the world differently, that we perceive, that we hear 
different sounds, I think that’s clear, and until they deal 
with that just as the Jews have dealt with the fact that 
there is a Jewish culture, there is a black culture. 
Within this rash liberal element Cof college faculty] 
there is contained a good deal perhaps of inadvertent 
chauvinism. I just forget those things these days because 
I’ve learned that they don’t matter so much to me. It has 
to blunt the cutting edge a little bit. You can’t be so 
PassiQnate when you realize that just fundamental things, 
fundamental areas of communication, let alone those 
materials which could bring your teaching to life, will 
never exist here. Those are the kind of things which may 
not discourage some people, but they discourage the hell out 
of me. 
I think the Music Department chooses to ignore my 
course as sort of an oddity or something that has nothing to 
do with them, and they don’t encourage their students to 
take my courses. Interestingly, I’m probably the only 
really-known professional jazz musician at the University, 
and yet none of the people who are majoring in jazz are tak¬ 
ing courses with me. It strikes me as strange, a little 
bizarre, that I don’t have a number of music students in the 
course. 
I designed a course called "Profiles in Black Music" 
and it will be a two-hour course in which I deal basically 
with biographies. Bessie Smith, Jelly Roll Morton, 
CCharlie] Parker, and [Louis] Armstrong will be the first 
four. I plan to start teaching that next semester. So now 
I’ll be teaching two lecture courses and no performance 
courses. I don’t mind that. It’s just that I’m a little 
disturbed by the reason for it. 
140 
Actualiy when I started teaching, I had intended to 
drastically curtail my professional work t*. 
I began to see that univers!t!es^re on^ wUling 
f igh^for^hanoe b" * “™“ V°U haVe tuenc^to 
,‘f„r , change because many of the people in my department 
e professionals and have their own thing. And by that, I 
don't mean we don't do a good job, it just means that we 
don t really fight for changes in black studies that could 
be fundamental to the development of a whole black educa- 
tional system. I think that was the meaning of black 
S,UdlfS at the beginning. I profoundly believe in the im¬ 
plications of black studies, but now I think black studies 
is perhaps more at a level fighting for its survival so the 
possibility of change is very remote. There was [when these 
programs started! quite a liberal element at work there at 
the time. The whole political structure of the country was 
quite different in its orientation. Now today I think you 
can see that people are much more conservative in their 
views and their attitudes and so the chances for change are 
very remote now, especially growth when everybody’s cutting 
back. And nobody’s going to ask for growth. I think what 
we’re fighting for now is essentially survival in a reac¬ 
tionary climate. 
I’ve put a lot into becoming a teacher. Just from the 
point of view of stability and security it makes a lot of 
sense. I don’t mind teaching; in fact I rather like it. 
It’s just that I think a state university only offers so 
much potential in terms of its student body and a lot of 
that has to do with the way students are selected, their 
backgrounds. Unfortunately black students, for example, are 
very ill-equipped when they come to college. They don’t 
have very good study habits, and they suffer from meager ed¬ 
ucational resources when they get there. Programs like Up¬ 
ward Bound and those programs which before used to help the 
student over the hump; many of them have been phased out. I 
think it’s a question of a gap between liberal inclinations 
and a reactionary system. The liberals fight hard to get 
black kids from the ghetto into colleges and then the reac¬ 
tionaries take away all the possibilities for their really 
evolving in a system like that. 
At the outset we were a group of people who had 
relevant ideas. We complimented each other I think: 
painters, writers, musicians. That sort of eroded over the 
years through people not getting tenure and going to other 
places and getting fired and whatever. The initial idea has 
141 
become lost, and essentially people «ho came here as part of 
s group are now once again thrust into the position of indi- 
which aCa?emes trying to survive in an academic world 
which, as I say, is very charged with political im¬ 
pediments. Often it prevents us from seeing the larger 
picture: the larger picture being a holistic perspective of 
?Ka^kuedUCatl°n' We haVS a smaU staff, but it’s a staff 
that has a very broad background in terms of its experi¬ 
ential basis. All of the faculty in black studies really 
come out of something, something real. We’ve also had 
people who have passed through like Jimmy Baldwin, Chinua 
Achebe, David DuBois, and Shirley Graham DuBois. The de¬ 
partment has done some important things, but it’s a question 
of pulling those things together. I don’t think that people 
see the continuity. 
At this point I find very little fulfilling. As a 
teacher I feel I have a forum for my ideas, however limited. 
That I find satisfying. As I say, the other side of that is 
that people don’t necessarily listen to what you’re saying, 
but at least you have a forum; you can go up there and say 
it. By nature I’m a creative person. Whether my ideas are 
right or wrong I can introduce people to other ways of look¬ 
ing at things, other perspectives if they’re so inclined and 
if their minds are open. Today I think everybody, and young 
people especially, are so oriented towards merely getting 
their college degree so they can get a job that a lot of the 
creative aspects are lost. They are afraid to engage crea¬ 
tive ideas. Here again we are products of our time and the 
age we live in because we are all much more success oriented 
today than we were in the sixties. The question is what 
kind of impact can a course like this have ultimately other 
than to introduce people to another way of looking at the 
world. 
It seems to me that my role here is drastically 
curtailed by certain prejudices. I don’t mean just racial 
ones, but professional ones: people coming from different 
walks of life who feel threatened by other people coming 
from some other area. Where I stand in all this is somehow 
I feel that the creative abilities I bring here are not al¬ 
ways taken advantage of in the best way. Now at this point, 
fourteen years later, I see that I’m not the one to make the 
changes that have to be made, that they’re much bigger than 
I am. Until there is some chance for making things better, 
I’m just standing on the sidelines, I’m a marginal person. 
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STANLEY COWELL - piano, composer 
Tn^HntanleV C°"el} was born in 19^ ar,d was raised in 
oledo, Ohio. He began piano lessons at age four, and began 
playing classical music in public at age fourteen. Cowell 
studied with Emil Danenburg at Oberlin College and received 
his Bachelor of Arts in Music in 1962. He received his 
Master’s degree in Music from the University of Michigan in 
1966, and went to New York City. Cowell taught part-time at 
Amherst College in 1974, and is now a full-time professor of 
music at Lehman College in New York City where he has taught 
since 1981. Stanley Cowell has recorded under his own name, 
and with Charles Tolliver, Marion Brown, and the Heath 
Brothers. 
PROFILE 
My mother is not a musician. My father was an amateur 
musician, and he admired music. He grew up with Art Tatum 
and Francis X. Williams, who was a trumpeter. I met Art 
when I was six. He came by the house and played for me and 
I played for him. He played "You Took Advantage of Me." I 
played something from John Thompson - Book Two. My two 
older sisters were taking music lessons when I came along. 
They taught me to read notes and to actually play music by 
the time I was three. 
I began to take lessons at the age of four. I stayed 
with that teacher five or six years, Marybell Shealy. She 
was a black lady that lived in the community there in 
Toledo. She was very helpful, had a good attitude and so 
forth, and could play. She stuck to a pretty straight line 
of study. 
The next teacher was Elmer Gertz, and I was with him 
through the high school years, probably for a period of 
about six years. He used to write his own exercises. They 
were very helpful to me, and it also gave me a concept of 
what you could do on any given key. I learned to transpose 
these exercises at a very early age. In terms of improvisa¬ 
tion, all of that led to an early understanding of the pos¬ 
sibilities. That, along with hearing Tatum and listening to 
the jazz that my sisters liked. They liked the Eckstine 
sound and all the musicians that were associated with him in 
the for ties. 
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voona r^r t° the Methodist church when I M5 
?o\h r ^ 9rSat aUnt that came to visit and she took 
veers o^d ^k^h' ChurCh' BV the «»>• I «es six Qr seven 
years old, I had been to the Baptist church, the Pres- 
Roller^ SVen WaS aWarS tHat there was a Ho 1 y 
. 11 £ Sanctified church a few doors down from the Episcopal 
church. I chose the one with the shorter services, the 
Episcopal church. You could go in there for an hour and be 
They found out that I had musical abilities and asked 
me to be an assistant organist. By the time I was in junior 
high, I was choir director, right through until seventeen 
when I went away to school. They had very musical services 
m the tradition of the Church of England, using plain song 
chants for most of the service. They had anthems, Beethoven 
religious works, oratorios, Bach and Handel. And then I 
used to improvise the preludes and postludes. Coming out of 
the final hymn, I would improvise some sort of joyous thing 
and it was a nice experience. As I got more into jazz, I 
would sneak more syncopation into it. 
From about the age of twelve to fourteen, I was trying 
to sing with the rhythm-and-blues type singing: the sound of 
all the famous quartets or quintets like the Drifters and 
the Clovers. I kind of discovered jazz material at the 
House of one of the singing group members. There was a bass 
player living up above him. He laid a book on me of be-bop 
material: Bud Powell and stuff. That really piqued my 
curiosity, and I began to investigate that. Then I acquired 
a brothei in—law who was a real jazz fan, and he started 
taking me to concerts. I heard Stan Kenton’s band, Don 
Shirley, and Billy Taylor. He loved Hampton Hawes records, 
and Clifford Brown, and Max, and so forth. So I got a 
chance to really get into recorded music by the time I was 
fifteen or sixteen years old to the point that I became a 
proselytizer of jazz in high school, and none of the kids 
cared a thing about it. 
I began to play with a combo of high school students 
when I was about fourteen. We played dances, "hops" as they 
called them in those days. When we could sneak in a jazz 
tune was a rare occasion, but we tried. Of course, you 
could play blues and rhythm changes with a dance beat all 
night long, and that’s often what happened. A lot of times 
we couldn’t even improvise on the chords because they were 
too hard. So we’d play the head of the song, and then we’d 
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go into the blues and solo on the blues, 
practice like that. We did "Flying Home" 
"Honky Tonk" was a standard. 
We got a lot of 
and Bill Doggett’s 
I felt like I was living three different lives some¬ 
times. I was the organist in that church, I was a jazz 
musician, and then I was trying to sing with the quartets. 
There were different functions: church, nightclub, and 
party. Private party; that’s where the singing would take 
place mostly. Occasionally you’d enter a contest. I gave 
up that singing pretty quickly when I found out there were 
some people that had really nice voices that could sing, 
said, "No, I’ll let somebody else do that. "I’ll stick to 
playing the piano." 
At the age of seventeen I found out I had enough 
credits from having taken piano lessons to graduate from 
high school a year early. I went to Qberlin College in 1958 
for four years, but the third year was spent in Salzberg, 
Austria at the Mozarteum Academy. My studies Cat Qberlin] 
wer_e terms of piano lessons. I had an excellent piano 
teacher named Emil Danenburg at Qberlin. He studied with 
Arnold Schoenberg. He was an excellent teacher for me in 
that he had studied in New York and he knew the music of 
Char lie Parker, Thelonius Monk and the be—boppers. He ap¬ 
preciated it. And of course he loved Art Tatum; he thought 
Art Tatum was one of the greatest pianists in any category. 
So we had something to talk about. He had a phenomenal 
technique, and he had a way of dealing with the classical 
repertoire that I could relate to. I was inspired by him 
very much. 
The composition teacher that I had, Richard Hoffman, 
was also a Schoenberg student. In fact, I believe he was 
Arnold Schoenberg’s private secretary for some time. He had 
all these anecdotes about Schoenberg. Of course, dealing 
with Danenberg and Hoffman, I was getting a heavy dose of 
the Viennese school of serial music and that approach to the 
serial organization of sounds. It’s something that probably 
influences me to this day in terms of the way I approach mu¬ 
sical composition. It was certainly something that made me 
think a lot in my compositions about a way of breaking away 
from the "chorus" format, and trying to invent compositions 
that were open-ended or that changed directions in the 
course of the improvisation, and avoiding exact repetition. 
The Qberlin experience was a good experience musically 
once I accepted the fact that I wasn’t going to do a lot of 
playing around there. Ultimately it actually worked out. 
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Lhr: "!re musicians played dances, and it «as 
there wPh°aral? a5 Toledo> “e 9°* to sneak the jazz in 
Nobody listened to it, they didn’t care «hat it Ms. 
As long as you kept them dancing, that was it. 
I finished my requirements at Oberlin and graduated. 1 
WKS ^wady tQ CO<"e tD New York, but was convinced that I 
should go on to graduate school because there was nothing 
you could do With a B.M.— that it required more study, and 
if I ever wanted a teaching position. That was the last 
thing on my mind, to teach. I wanted to get out and perform 
and play jazz and to get on the scene. I felt by that time 
that I was good enough to be on the scene. 
So I came to New York in the summer of '62 after gradu¬ 
ating and hung around for a month or so. Rahsaan Roland 
Kirk was beginning to make his name in New York. I sat in 
with him a few times and possibly could have worked with 
him, but I had accepted this fellowship at the University of 
Wichita. I took it and I was very sorry I did after I got 
there. It was the first time I had run into any sort of ra¬ 
cial prejudice. Oberlin of course was a very open school. 
There were no problems there. Blacks accounted for less 
than ten percent of the population of the school, it might 
have been five percent. There was maybe one incident, but 
nothing that bothered me. It was once I got away from there 
that I had some experiences that made me realize that the 
rest of the country wasn’t so nice. 
They were looking for someone that could be a graduate 
student and who also knew piano technician’s work: tuning 
pianos, taking care of the instruments. I had taken a 
course at Oberlin my senior year that qualified me to do 
that. It’s nothing that I wanted to pursue, but I ended up 
doing it, and I took the fellowship. I hated it, but I made 
some nice friends out there. We used to have sessions for 
classical musicians and jazz musicians. We’d have parties 
and the string players would come, and we’d read through the 
Brahms, Beethoven, and Mozart chamber stuff. The jazz 
musicians would be there. They’d listen to that and then 
they’d get up and they’d play a tune. It was a really nice 
situation, a nice experience. 
I lasted until March of 1963. I couldn’t take anymore 
so I went away for a weekend, a long weekend. The night be¬ 
fore I left, the head of the piano department was giving a 
recital and I left one string untuned, a B-flat. He played 
the "Hammerc1 avier" by Beethoven and it’s got about a mil — 
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in°the'audience cr i’n^d . ^ ^ ^ it, evervdody 
consciously on purpose. It’s not southing I crdin^?,^ 
Y°u always check the instrument, and it seemed like for him’ 
I «ould ha.e been twice as careful, but I wasn’t. That 
released me from my contract. 
I had been writing Southern Cal and UCLA. I had 
orgotten all about the applications, and they sent me ac- 
owledgement that I had been accepted at UCLA for a fellow¬ 
ship, and at S.C, for a scholarship, both in composition. I 
wanted to switch and go into that area if I was going to 
have to go to graduate school. I took the scholarship to 
S.C., and I got quite busy out there performing. So much so 
that I^had ceased to be interested in classes. I did okay. 
I didn t flunk anything, and I probably still had a "B" 
average. I studied composition with Ingolf Dahl, and he was 
a twelve-toner himself. He didn’t like things that I was 
doing. I felt that his attack of my works—how should I put 
—^ think that there’s a way that you criticize a stu¬ 
dent’s work without trying to force him to change his basic 
c^rec^*on* can be the judge of the craftsmanship in a 
work, he’s qualified to do that, but not the direction, the 
concepts that the student is trying to develop. He accused 
me trying to write the history of music in one piece of 
music• That’s what I like to do. I like to combine a lot 
of things. His discipline was strictly twelve-tone. That’s 
what he wanted me to do, and by that time I was sick of 
that. I had that at Qberlin with Hoffman, and composers 
weren’t writing like that anymore. John Cage was on the 
scene. Duke Ellington had been on the scene. There were 
many options, and obviously he had limited himself to one 
which he was probably very good at. There was not too much 
happening with the school. I had trouble relating to it. 
The second semester I was there, I had a house, a small 
little bungalow in back of another house, that I rented. 
Steve Ellington, the drummer, moved in with me. Roland Kirk 
had come through, he was on his way to Japan. He had his 
bass player with him and he said he wanted to leave him for 
ten days or two weeks or something. So he stayed there with 
us. Actually he stayed in a hotel, but we’d get him every 
day and we had a trio there. We used to play and musicians 
would come from fifty miles away to sit in and play with us. 
We’d play all day long and all night long. It was just 
great. Steve went with Roland Kirk, and the bass player 
went with him, and I came back to Toledo. 
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Then 1 went to the University of Michigan. I enrolled 
paid my own bills, no scholarships or anything. you could 
only transfer five hours of graduate credit. I stayed a 
year and a half at Michigan and worked constantly, sometimes 
seven nights a week, in the clubs there and in Ann Arbor 
Ann Arbor was like a little New York almost, like the Vil¬ 
lage. There was always something happening. It was a time 
when jazz in the sixties was really coming up with new musi¬ 
cal textures, some new approaches. People like Andrew Hill, 
and Archie CShepp] of course was coming into his own, and 
Pharoah Sanders. There was the Roswell Rudd Group with John 
Tchicai. There was the social explosion and the riots that 
hit Detroit shortly after that time. There was great 
upheaval, but it was also a very creative time because of 
all that energy flowing. 
At the University of Michigan it was routine. I just 
was going through the motions and basically trying to 
satisfy the degree requirement—not so much for me, but for 
my mother and father who felt that that was important. The 
other reason was that it was also a way to stay out of the 
draft. Since Oberlin I had moved around. I had consistant 
"2-S" deferments. I never did take a physical until I was 
twenty—six. By that time they didn’t want me because of my 
age. 
I tried to get it Cthe Master’s degree] at Wichita, 
tried to complete it at S.C., finally completed it at 
Michigan. I graduated in the summer of 1966. By September 
I was in New York. I found an apartment on 52nd and Tenth 
Avenue in Manhatten, a little one room fourth floor walk-up 
and I stayed there until 1969. 
When I was on 52nd Street was the 'feeling out’ period 
of New York. I worked around town. I worked for a lot of 
singers. I was writing, doing arrangements for singers, ac¬ 
companying people, anything musical just to survive. I 
worked occasional jazz gigs. I was with Max Roach by '67. 
That was with Charles Tolliver, Odean Pope, and then later 
Gary Bartz instead of Odean. The bass player was Jymie Mer¬ 
ritt. Jymie Merritt told me that Max was looking for a 
pianist; he was changing groups. He took me by Max’s and we 
met. Max heard some of my tunes and we played a little to¬ 
gether. That’s how I got the gig. 
That was a great opportunity to play with a band where 
you had your own repertoire. Max was doing four of my 
tunes. It was great. It was like going back to schoo1 
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again working with him because he is so particular about the 
way things should be. Basically I learned the be-bop ap¬ 
proach to things. Plus he’s also open minded and he’s into 
the newer music, the new textures, textural considerations 
He WaS deflnitely one of those people that 
thought like a composer or arranger, he’s a complete 
musician. That of course gave me the notoriety that helped 
launch my personal career, my identity as a performer and a 
composer. 
It was also during that time, concurrently with Max, 
that I began to work with Bobby Hutcherson and Harold Land 
in the quintet with Joe Chambers, Reggie Johnson or Reggie 
Workman, a couple of different bass players, and recorded. 
We traveled. I think between '69 and '76, I must have made 
four trips a year to Europe, and one trip to Japan, and one 
trip to Brazil; I did ten cities down there with Tolliver. 
I went to Europe with Tolliver and with Hutcherson, and 
CStan] Getz. I did some work with Herbie Mann also back at 
that time. And then there were hundreds of just single 
engagements with one artist or another: Jackie McLean, Fred¬ 
die Hubbard. I also recorded with a lot of different 
peop1e. 
Charles [Tolliver] had some gigs in Europe and wanted 
to take some people with him, and so it was a chancy kind of 
thing. We formed it [Music Incorporated] basically on the 
spot. At the time I was still married. I had only been 
married a year, or less than a year. I think about that 
now. I can’t do those kind of things anymore. I’m too 
rooted. So we took off. That’s where Blues for the 
7ietconq came from—out of that trip with that rhythm 
section—and Charles Tolliver’s record The Ringer, both of 
those on Polydor Records. 
Music Incorporated developed into Strata East. We pro¬ 
duced our own big band album, Charles and I did, with four 
tunes apiece which we edited down to three apiece. We had 
this tape we were walking around with trying to market it, 
and we wanted some money. But nobody was going to come up 
with the kind of money we wanted so we decided we’d put it 
out ourselves. We borrowed some money and we put it out and 
ran into all of the problems with distribution and promo¬ 
tion. We actually were able to get it played. There was a 
growing group of college stations that played jazz across 
the country. It coincided with the growth of a lot of new 
independent companies. The small group stuff followed. And 
I did a solo album. By now, I had gotten the Piano Choir 
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‘v 11 * 11 * . we nao a couple of years where 
half million dollars. 
we probably grossed a 
It became increasingly harder to operate. We were 
never capitalized properly. Basically Charles and I were 
learning the business as we went along. Then there were 
some petty jealousies and greed that developed that really 
kind of destroyed the company from within. It caused us to 
have to litigate. We litigated first and then we had to 
deal with it. That ended Strata East basically. It became 
impossible to continue. 
Collective Black Artists was another group sort of 
like Strata East. It was born out of the energies of the 
sixties and the term "kujijakalea," which means self- 
determination in Swahili. These were all part of a burgeon¬ 
ing philosophy that many black artists were dealing with. 
There were many artists that happened to be black that were 
undirected or misdirected, or just floating out here on the 
trying to make a living. Reggie Workman, Jimmy Owens, 
Kenny Rogers, I was one of the founding members also. There 
were about ten of us that met and decided we were going to 
do this, form this collective. The name of the group ac¬ 
tually was agreed on by a majority. I guess about thirty or 
forty people showed up at the first meeting and they wanted 
to be called Collective Black Artists, and they were very 
adamant about that so that’s what it was. They presented a 
concert series in New York over a period of several years. 
1974 was the year that I began to commute to Amherst 
[College]. I taught one semester, the spring semester. I 
just couldn’t deal with the commute. It was too much. 
Marion Brown and Sonia Sanchez, who was the director of 
Black Studies there—Marion recommended me, Sonia hired me. 
I taught a course in black composition. It was basically 
jazz; the compositiona1 use in jazz and compositiona1 tech¬ 
niques in jazz based on what the great black arrangers had 
done, like Ellington and Don Redman and so forth. I guess 
it was just the two classes: an ensemble and the composition 
class. It was two days. I came in one day and did the 
ensemble that evening. I taught the other class the next 
morning and got out of there that afternoon. So I was home 
by evening the fallowing day. I was doing quite a bit. I 
was doing performance, the Collective Black Artists Ensem¬ 
ble, Strata East, and teaching. 
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trv » , K Amherst College] was something to 
it caJ tn ?!!* the P°5ition? 1 didn’t go ask for it, 
it came to me. The same with the Lehman thing, it came to 
studentneVeI really wanted to teach. I got a call from a 
student, woke me up one morning and said, "There’s a posi- 
nllZ at/17<3sborough Community College in this BOB Pro- 
gram Why don’t you call this Dr. Shocken who’s chairman 
°;1Ktbe department and speak to him about it." So I said, 
What the hell, I’ll try it." At that time, my daughter was 
orn in 1977 and I was thinking about wanting to be closer 
to home. My wife was having health problems although she 
was still working, so that looked like a good reason to take 
a teaching position. 
I only wanted to do it if it was to deal with ensem¬ 
bles. I was interested in small groups. So I went in to an 
interview with pretty much my own set ideas as to what they 
had to give me. I wasn’t looking for a job. So I went and 
met Shocken and I had the meeting with him. He told me what 
they were looking for, and it just happened to fall right 
into my lap. I handled ensembles. I taught a six-hour jazz 
seminar to professional musicians on the history of jazz. I 
got it together, and I’ve been teaching that course for four 
semesters. Now I’m even teaching a similar course to non¬ 
musicians. The job also allowed that I was a performer and 
as such should be allowed to do my concerts. So I did that. 
I still travelled. The first year I would be flying in from 
Denver the morning before my classes and come right from the 
airport. 
I’ve had to accept one music appreciation course for 
non-music majors which is something I didn’t want to do. 
It’s the history of music, the history of European Fine Art 
Music, really. Some instructors do jazz. They all spend 
two periods on it. Actually I don’t do jazz in there. I 
don’t have time. By the time I get through the three basic 
periods there is no time left, it’s all over. But I do 
utilize jazz and even rock and roll sometimes to illustrate 
a point on form, so they can hear an AABA form or ABA form 
or something like that; sometimes to demonstrate the dif¬ 
ference between the use of the elements of music idiomati¬ 
cally, jazz and classical; or on a greater level, even cul¬ 
tural differences to the use of rhythms: the European ap¬ 
proach, especially the fine art music, as opposed to the 
"Afro" approach to polyrhythm accents and syncopation. 
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l=n=lImTkinK0f f,bivalent ‘t Cstaying at Lehman Col- 
rlther h Ctlr"? ltS rewards> but I of course would much 
rather be out playing, in the right situations. The right 
situations I have experienced in the past have been concert 
halls and some clubs. I like to work with a trio, or even a 
horn player, it doesn’t matter. But at least a trio. Or 
solo work too. Especially concerts doing solo work. I love 
that. That would make me happier. If I could do two con¬ 
certs a month, something like that, I’d be very happy musi¬ 
cally. I have not been playing a lot in the last few years 
consistently. I’m ambivelent about it. The tenure, okay. 
If I get it great. I’m not planning on it because I may not 
get it. But if I do get it, great. 
The benefits are very good. You can pick and choose a 
little more. There’s that option that’s very important for 
me. You have that salary from the school. The entire in¬ 
volvement is not that much. Twelve hours a week of actual 
c 1 <ass time per semester is not a lot of work compared to a 
person who goes to work nine-to-five every day. It allows 
you to not take some of these gigs. There are other gigs 
that I do seek out. I’ll get calls for things and sometimes 
I’ll take them. If the money’s right, I’ll do it. So it’s 
that picking and chosing and having the option of doing. 
I’ve always taken the option, but I’m under more financial 
pressure now, stress, with the family, and a couple of mort¬ 
gages, and my wife not being able to help. 
It can be a problem [balancing these committments!. I 
find it difficult sometimes. I’m doing individual instruc¬ 
tion, but it’s not outside of the school. It’s part of my 
hours anyway. Actually I taught an overload the first 
semester. I had six individual students. I had twelve 
hours of regular classes so that gives me fifteen hours. 
The individual students are a half hour credit a week. I 
only had to teach nine this semester. One Ensemble, one 
History of Jazz to Non-musicians, one three-hour Music Ap- 
preciation. 
It [Music Appreciat ion! looks good on your sheet. I 
notice all the tenured people are teaching it. It increases 
the department’s function in the school as far as reaching a 
number of students. I have sixty students in one class of 
that. So the department is really handling a lot of stu¬ 
dents. This is the second time I’ve done it. I have an ex¬ 
cellent ensemble at Lehman. We do a concert or two every 
semester. Sometimes we go out and we may do one in a club 




In the ensemble, if a person seems to rise above the 
group, I simply give him extra duties, extra functions He 
takes more solos in the ensemble. I encourage himto^r i te 
for the ensemble. The pleasure is certainly all mine t^s 
^rrv^o;k."i!h..them- 1 can brin9 ^ «*»!= sav! 
. *’ 4.St I hlt lt" 1 Can deal "1th finesse rather than 
ry to teach them how to swing or teach them the elements of 
music. A lot of them in the first couple of years when I 
was dealing with the non-musicians in an ensemble, it’s 
rough. I don’t have that kind of patience. I need people 
that are closer to the level that I can deal with. I’m a 
better coach than I am a teacher of basic music elements. 
I did a concert with the percussion ensemble person. 
We collaborated on just one number at the end of a program, 
but nothing extensive. The person who teaches the course on 
audio, the sound technician—we’ve done some recording of 
the ensembles in the spring semesters. The conductor of the 
Bronx Symphony who is also the chorus conductor at Lehman 
has extended the opportunity to perform an original piece 
with the orchestra. Also the band director who directs the 
Yonkers Civic Symphony has extended the same offer. I’m in 
the process of writing now and getting together something 
for that. And also at Sheepshead Bay, that symphony out 
there, the Kingsborough Symphony Orchestra. They have in¬ 
vited me to write a piece. That will be a good collabora¬ 
tion. 
I’m working very hard to avoid the administrative 
demands. I tend to be out of town when meetings occur so I 
miss being put on committees and stuff like that. I suppose 
that it may not look too good on my tenure candidacy. 
They’ll consider the fact that I don’t seem to take much in¬ 
terest in the administrative. And it’s true. I don’t want 
to be burdened with that. I never want to be chairman of 
the department. I think I do a good job teaching, and 
that’s the limits of where I want to go in academe. I 
haven’t had a problem because I try not to get sucked into 
things that take time away. My involvement is one hundred 
percent academic, teaching, period. 
There are two blacks including myself Con the faculty!, 
□ne other, Ulysses Kay, the composer. I’m quite proud to be 
associated with the faculty. I’m proud to be involved in 
that situation with those people. Professionally all of 
them seem to function very well, and that gives me hope that 
I can function artistically with no problems. The composers 
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and the people that want to travel a little bit—that relv 
on some sort of notoriety outside of the school situation— 
t generally want to function in an administrative way. 
I think where I’m deficient is in education courses, 
and if in fact I were to go back Cto school] that would be 
one of the areas I would consider. I’m very interested in 
computers and that sort of thing at the moment. I seem to 
be learning enough on my own, just investigating and read¬ 
ing I’m involved right now with a project with an engineer 
that s to develop some educational software in terms of 
teaching music, especially now since people can easily buy a 
keyboard that interfaces with the computer. We’re going for 
the high-end machines because they are coming down in price. 
We hope to have a product ready in a year that we could put 
on the market, and people could actually learn musical 
skills and jazz skills. 
I think that black music, first of all it’s music, and 
there’s different approaches to dealing with it in the aca¬ 
demic institution. In my situation, we are dealing with 
elements of black music especially as they appear in jazz. 
I’m dealing with a music that certainly has a good deal of 
"Afro" or black elements in it. Knowing the history of jazz 
as I do, there are a lot of international influences in it 
now. It has become an international music. At the core 
there is still a distinctiveness, or should be I guess, in 
the music. These non-western elements certainly stand out 
rhythmically, melodically and harmonically. I compare these 
elements of the Western European fine art music tradition 
and the elements in "Afro" music. There’s just been an ex¬ 
plosion of new materials. They deal with the elements of 
music in a way that almost bypasses any sort of cultural 
distinction. You can teach improvisation from a purely mu¬ 
sical point of view. If you want to make it black then 
you’ve got to find out what those inflections are that the 
black artists do. 
Now there is a black experience, or an Afro-American 
experience. If one has experienced it and grown up through 
it then he has a point of reference. There are young people 
coming in that don’t have that experience. They’ve been 
raised in a situation where they have learned from records 
they have listened to. Some have listened to mostly white 
musicians who have not been founded and grounded in the 
blues, and have an approach to improvisation that maybe is 
more like what a classical musician would do. They still 
utilize the syncopation and the idea of swing, but in a way 
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including the ^nfEurop^n'LsIc^that^s^oid 
of any of these elements. The elements have become ™t 
ino thT"rS' Iet thSre arP StiU black arti^ts function- 
ing^that play with the black inflection of the field hoi- 
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PIERCE tenor saxophone) composer 
1950 Blii (Wlllla(\W-> P^rce was born in Virginia about 
1950, and grew up in Florida. He studied saxophone, 
clarinet, and oboe, and finally settled on tenor saxophone 
Pierce began college at Tennessee State and then transferred 
aree ShS VI °f ^ Boston where took his de- 
g ee. Shortly after graduating, Pierce was offered a posi- 
k 3 B®rklee where he teaches as a full-time faculty 
member. He has performed extensively in Boston and New York 
City, and toured with Art Blakey for a few years. Bill 
Pierce has recorded many albums with Art Blakey and others, 
and has recently started recording under his own name. 
PROFILE 
Both of my parents were educators, and back in the 
fifties, in terms of black educators, they were a pretty 
much transcient sort of people. We moved around a little 
bit. I was born in Virginia and grew up mainly in Florida. 
From second grade through tenth grade, I was in Starke, 
Florida. I remember that there were harmonica players and 
guitar players and sometimes live blues bands and R&B bands. 
Some of that stuff was pretty folkloricj it was like the 
real thing. Most of the music that I heard was on record 
players and on juke boxes and in church. The one thing that 
had the most affect on me about being a musician was my 
cousin Herman, who had a saxophone. I figured I’d like to 
learn to play saxophone. That was a desire I had that never 
seemed like it would be fulfilled because there was no op¬ 
portunity. I joined the church there in Starke which was a 
Baptist Church. I was singing in the youth choir which was 
not so much to do with music as just the fact to hang out. 
There were girls in there and my friends were in there so it 
was more or less just a social thing. At least I learned a 
little bit more about the traditions of black music from the 
stand point of singing a lot of the traditional hymns. 
About ninth or tenth grade they decided to have a band 
program at school. Of course, thinking back to Herman I 
said, "Wow, this is my chance to play saxophone." It’s in¬ 
teresting that they had a band because they didn’t even have 
a football team. We had a marching band but no football 
team. I hadn’t played any instruments up until that time. 
I think it was really alto that I wanted to play, but when 
it came time for me to pick an instrument, there was only a 
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tenor left so I got the tenor. As 
ing, I started clicking with being 
I wanted to do . 
soon as I started play- 
a musician. This is what 
litt,ier?rdHM°?rae’ he a clarinet P layer and he kne* a 
ittle bit about jazz, he became sort of a mentor to me He 
had a record collection and I was fortunate enough that I 
lived in a house right next door to his. He didn’t have a 
record player so he used to come over to our house and play 
his records on our machine. As soon as I heard the music it 
grabbed me. I had the same basic background as everybody, 
but as soon as I heard jazz then that’s what I wanted to 
play. I could feel something from it. So I listened and I 
started buying a few sides and then I started trying to play 
jazz . 
Another thing happened at the same time. I knew Doug 
Carn when he was a kid, we were about the same age. Doug 
Carn was sort of like a prodigy. He was right there playing 
organ: he had a [Hammond] B-3 at home, and he had a piano, 
and he played oboe in the concert band. So I had been play¬ 
ing the tenor for about a year or two. Doug knew a little 
bit about jazz. He taught me a couple of tunes. Somehow or 
other I had come into possession of an alto so I was playing 
alto now as well. We both would sit around and we’d play. 
I was becoming a better musician. I knew there was more out 
there that I wanted to learn. About tenth grade I had 
pretty much gone as far as I could go in terms of what I was 
going to get out of that environment. 
My mother got a job offer in Miami. We went there 
early and I talked to the band director at the school. I 
played alto in the marching band. I was taking the theory 
course and I was in the stage band as well. I started tak¬ 
ing oboe then because he talked me into the idea that I 
should think about taking an instrument that would give me a 
scholarship to a university. I was really getting into it, 
but still something was missing. Even in the jazz ensemble, 
most of the time we were playing written solos on those 
stage band charts. I kept thinking, "I know there’s some¬ 
thing else that’s involved with this." There would be a 
chart and there would be chord symbols on it. I’d see them 
but I couldn’t really relate to what those chord symbols 
meant and their relationship to playing a jazz solo. I 
didn’t understand that. 
Around that time, my father bought me a Selmer, a good 
horn, so I started playing the tenor again. I was playing 
the tenor and oboe. I was studying at the University of 
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senior*11!" °n ^nIintermediate program. I *ent through my 
that Th3r mal?e thE band’ 90t my band ‘ettar and Ill 
. ' ere “ere a lot of opportunities in Miami to hear 
better saxophone players. 
1 went on to college at Tennessee State. During that 
ime, I had decided to be a musician. I went to Tennessee 
State on a work study scholarship as an oboe player. What 
my teacher had told me came to pass. I had a rude awakening 
when I got there because the school was pretty much anti¬ 
jazz to be a black college. If they caught you jamming on 
the piano, they would throw you out of the practice room. 
If you had jam sessions, they would kick you out of the 
music room. What’s funny now is that they have a full-time 
jazz program there. 
They really tried to give you a good foundation, and it 
was a strong foundation in music education, but they put 
black music, in terms of jazz, sort of on the back burner. 
I guess they decided if you were going to get this music you 
were going to have to get it on your own. I just really 
felt kind of missing something that there was no jazz pro¬ 
gram. They seemed to be so anti—jazz. Great musicians went 
to this school: Jimmy Cleveland, Charles Lloyd, Phineas New¬ 
born. A lot of the guys there were good players, except no¬ 
body was giving up any information. There wasn’t comraderie 
in the sense of the older guys who really had something hap¬ 
pening sharing their information with us. 
I had a bunch of friends, we all were trying hard to 
learn. These guys started introducing me to Eric Dolphy, 
Booker Little: more abstract music. Because of the black 
awareness thing going on, most of the guys were playing 
freer music: the kind of music that Trane and Albert Ayler 
were playing. I started trying to play really "out," real 
free-style, and I decided that playing oboe was not exactly 
what I wanted to do. Whatever contributions or whatever 
kind of music that I was going to attain was going to be on 
playing saxophone. Things always seem to work out pretty 
well for me just through sheer luck or providence. They 
started a jazz band the second quarter I was there. 
I still hadn’t really heard a live jazz band at that 
point, and this is when I’m in college. That first year 
they had, I think it was billed as The Nashville Jazz Festi¬ 
val. That was the first time I really heard live jazz from 
guys who I used to hear on records, my heros. I was in awe 
just to even be there and to listen and to see Cannonball 
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Comin9 from a to»n of four thousand people, my 
to th'Vdr*am "as even jdst to learn how to play jazz, not 
Uke Art Bi°k * Uvi"9 at lt °r -cord'wi^ guys 
like Art Blakey and Freddie Hubbard and stuff like that 
That to me even back then would have been just impossible 
So we went to see Cannonball and Nat and I was starting to 
realize there was so much stuff that I still didn’t know 
anything about. It was becoming more and more obvious that 
I wasn t going to get it at Tennessee State. 
During that time, my parents, my father started talkinq 
about, "Well, if you’re really serious about music, then if 
you twant to go to that other school that you wanted to go 
to,"^ which was Berklee. After I started telling him I 
wasn’t that happy with what was going on, he said, "Well 
look I’ll send you to the other school." He was assuming 
that Berklee was a much better school. For what I wanted, 
it was. 
I finished up my last year there at Tennessee State, 
trying to prepare myself to get here to Berklee. Something 
happened in the transition about me coming to Berklee. They 
sent the wrong transcript from Tennessee State because there 
was another guy there named William Pierce, and they sent 
his transcript here. They accepted me at Berklee, but only 
into the Diploma Program so I’m assuming, "This must be a 
really hard school." I didn’t know they had the wrong tran- 
scr~ipt. As long as I could get out of Tennessee State, I 
didn’t care. 
During that time my consciousness was being raised: 
things I never thought about in terms of me as a person, and 
an American, and the historical things. When I grew up and 
went to high school things were still pretty rough down in 
Florida. There was definitely segregation and it was hard¬ 
core, it was like the Klan and all that was going on down 
there. There was a lot of stuff that I had to address 
within myself, which I did by just getting involved in the 
Black Nationalist Movement. What it did was to make me 
aware of who I was, my role in America, and what America was 
all about, at least in terms relative to me. I had never 
realized or considered about me as a black person in Amer¬ 
ica. I realized a few things of what I had to do in terms 
of me as a musician and as a person. Jazz was involved with 
that whole movement; a lot of jazz musicians came to the 
school and talked, and a lot of times that came out in the 
music. That was a part of the movement and the music was 
involved in it so I came into it either through the music or 
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annH ^ !*Ct ^ 1 fina11* heard somebody say somethinq 
good about me as a person. Black people did this "ThlQ9u 
your history." I never knew anything about that,’I never 
even considered it because nobody ever tauqht it Tt k h 
.ffect i" that I ..tur.1 an of l .uSden*lout- 
Amirirln T™* mUS1C’ and my relationship, in terms of 
America. I was sort of ready to come up here. 
When I got to Berklee I realized really how much I 
didn t know. Here, guys could play and they were serious 
about it. It was a real shock to how behind I was. I 
started to get a little better and a little better, and I 
started working again. I started playing in the same kind 
of bands that I was doing in Tennessee, but they were better 
musicians. Learning the technical stuff that I always 
wanted to learn about, like chord scales, harmony, theory; I 
was getting that at Berklee. I made the honor roll the 
first semester. 
The third year’s when I started to get involved in the 
real world of music, not just the local bar scene. I got a 
gig playing at the Sugar Shack in Boston which was a club 
for black entertainment, black pop music. A lot of Motown 
acts came through there. I backed up a lot of people like 
The Four Tops, The Temptations, Stevie Wonder, Gladys Knight 
and the Pips, The Dells. Even The Supremes came through 
once. That was like the Cotton Club for my genei— 
ation. You were playing nice writing, the charts were good. 
You’re getting that experience of reading and being under 
Pressure playing in front of an audience. 
We played with Stevie once, and Stevie liked the way we 
played, and they said, "We’re going to start a band and we 
want you guys to come with us." I went on the road with 
Stevie and I was still trying to go to school here. I de¬ 
cided that I want to get the degree since a degree is worth 
more than the diploma. That’s when I found out that I was 
laboring under someone else’s mistakes. I found out it was 
William A. Pierce as opposed to William W. Pierce on the 
transcript. So it was a big scene. I did end up transfer¬ 
ring to the degree program, so now I was working on a degree 
and taking academics. But after I got this gig with Stevie, 
being on the road and playing a lot more, then I was like, 
"Well, this is more like what I really want to be doing." 
The music thing for me was getting better, I was final¬ 
ly starting to feel like I could play, I really could play. 
Just travelling and playing felt so good, and making money 
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at it, that I ended up drifting away from Berklee r 
on the road with Stevie fnr , . lee- So I was 
that9b t(d qUIt SCh°Ql and long en°u9h forXSteviehto break up 
s-lke; . “srsbt:crkte^P!ryrn".and —d - — 
like ^°r 3 yeai[1I jUSt Practiced ^nd played. I finally felt 
like I was really a musician again. I decided it was time 
go back to school. I had one more year to finish. The 
second semester I got married so I was really kind of set¬ 
tling in. I started teaching private students. At first 
for me it was just a job, but whenever I got a student who 
really showed ability, I really got interested in it. I 
liked teaching. I liked that one to one contact with stu¬ 
dents, especially with somebody who had possibilities and I 
thought I could help them. It was a great feeling to give 
something to a student and all of a sudden they would grasp 
it. I didn’t really want to do it as a living though be¬ 
cause it was kind of tiring, especially when you had the 
real bad students or the ones who were just doing it because 
their parents made them do it. That was rough. That was an 
aspect of it that I didn’t like too much. 
^ finished school and that summer I got a chance to 
play at Carnegie Hall with Max Roach. I had a hard time 
keeping my knees together; all of a sudden, Barn!, we were 
right out there. Stanton Davis called me, he got me on this 
gig. I don’t think we were exactly earth-shattering, but we 
did a competent job. I said, "Hey, I’m on my way now," but 
for the next year I didn’t get another gig almost with any¬ 
body . 
As soon as I got out of Berklee, by the way, a guy 
who’s been one of the strongest people at this school in 
terms of securing places for black students and teachers 
here, Larry Monroe, he came up to me and said, "Would you 
like to join Berklee’s faculty because we want to get more 
representation of black teachers here at the school." There 
are only about four or five black teachers here, and this is 
a school that teaches jazz. So he started working on that 
and he was still just a teacher then himself. Now he’s a 
real strong part of the administration. He asked me about 
joining, but I said, "No, I didn’t want to be a teacher." I 
wanted to still try to make it free-lancing. This was right 
after the gig with Max so I thought I was really on my way. 
This was 1974. There was still a lot more in terms of play¬ 
ing that I wanted and needed to do. That became quite a 
hard thing to do and to feed my family. So I decided that I 
had better come over to Berklee. 
161 
t*~ as • rrt- 
hours, or up to twenty-five if you choose. You had‘I 
or less work your way on to becoming full-time. At that0^ 
time I just wanted steady income, I didn’t want a whole 
unch of hours. I was teaching students of a higher level 
and I started to realize that I had to organize my^elj- and 
teLh° “""I a better teacher . Still I was thinking of 
eaching just as a sideline, enough to get me money so 1 can 
live a reasonably decent life, and try to work as much as I 
can at night. But I didn’t count on those things about in- 
struction and about education. I really wanted to bone up 
on that. I wanted to start thinking more about how to in- 
struct my students because probably teaching is what I think 
i do best. 
I started branching out and becoming a better player 
because I was playing more and playing with higher level 
players. I was teaching on the side. That association with 
James [Williams] and some other people around town lasted 
for about three or four years. In 1979 James had already 
left town, he was on the road with Art Blakey. He had al¬ 
ways been telling me, "Man, you’ve got to come and get this 
gig." I was kind of getting comfortable with making a 
steady income and I didn’t really know if I wanted to go out 
and bounce around on the road. During that time I had had a 
kid too, so that gave me a little bit more reluctance to go 
out on the road. I was happy. I was playing enough music 
to keep me satisfied and I was making a living. 
About December of '79, James called up and said, "Well, 
man, this is your chance to get in the band." During that 
time I had gone through some emotional problems. I was in 
agreement with my wife that I should go on the road to maybe 
find myself because I wasn’t really happy in what I was 
doing at that time. We agreed that I could go on the road. 
I had always wanted to do right by the family. I always had 
a commitment to not being another transcient sort of 
musician father. I wanted to be around to see my kid grow 
up, and carry my share of the weight. That’s something that 
goes back to my days of black consciousness. That was some¬ 
thing that I owed to my family and to me as a black person: 
not to be another absentee father. This was my time to 
really go on out and see if I could make it out there play¬ 
ing. I wanted to play, and I wanted to play as a musician 
full-time which I never really had done. 
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I l.fJ 0^1^: :nd rndi9B0?e? "oinedrBlT 1 ^ ^ gi*’ 
all over the world with Art. He gave me^ lo t°of1 1 
son0 *nd.adTVlCeHabout Paving. I kind of changed asTp^r- 
*“> 1 klnd °f expanded a little bit more by seeing all 
these different places in the world. As a musician TwL 
growing just from constant playing. It’s a hard ml, tut I 
really enjoyed it for the first two-and-a-half years anyway! 
It was really like a family. We lived as a family and 
e shared as a family: the hard work and the good times as 
weli. I don t know how many stories there are about Art, 
the negative or positive, but Art is really and truly a 
great individual. He’s done a lot more for jazz than any- 
body eise I can think of, especially in terms of just keep¬ 
ing e tradition going. It was a good experience. I got 
knocked around, I got a few put downs, I got a few en¬ 
couragements. I really grew a lot from just being around 
Art and some of the other cats in the band: Bobby Watson, 
even Wynton Marsalis, who came in at a very young age, but 
he was such a remarkable musician. I don’t know if I’ve 
ever enjoyed life as much as I did when I rode with those 
guys. It’s the best thing that ever happened to me. 
Art works. For the three, almost three years I was 
with Art, two weeks would be the longest we’d be off. We 
always were working. I made about ten or eleven albums 
while I was with Art: seven with Art, three with James 
[Williams], a couple with some other people. The average 
European tour for Art would be eight weeks and just about 
all one—nighters. So we’re talking about eight weeks of 
hopping from one country to the next, either by plane, 
train, or van. It was pretty grueling. You could always 
tell the Jazz Messengers. You’d walk by the airport and see 
about five or six guys sprawled all over the airport 
sleeping; that would be us. 
I was getting a little tired, plus my kid was growing 
up. I’d been away two years and nine months and I decided, 
"Maybe it’s about time for me to kind of get off the road 
here, for a minute at least." Not being home was getting 
pretty wild: my kid didn’t know who the hell I was, my wife 
was like, "Look, we got to change something here, this is 
not working out too well." I decided I was only going to 
leave Art Blakey if I could get a salaried job somewhere, 
and I knew my best shot was at Berklee. 
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I always thought of that teaching position as a oart- 
‘me thing and the thing to move on to someplace else and 
eventually it did happen. When I finally started to^eel 
like I was becoming an adequate teacher, then I had this nn 
portunity to go with Art Blakey. In the back of my mind ° 
sort of knew that somewhere down the line I would be a 
ea^. er a9^1n- I also thought that this experience of beina 
n the road with Art would give me a little bit more depth 
and some more experiences to draw on as a teacher, and as a 
matter of fact it did. a 
Since I’ve been back at Berklee, I wonder about the 
reiativity sometimes about teaching jazz, at least in this 
institution. It’s still here, but more and more it is bec¬ 
oming a smaller portion of the school, at least what I con¬ 
sider as jazz* There’s a big emphasis on becoming a com¬ 
petent musician in the sense of making a living. Berklee 
does prepare people for that, but I’m kind of surprised that 
some people actually will come to school to learn how to be 
a really great dance band musician. There’s some really 
fine musicians here, but a lot of people are geared more to 
the commercial aspects of music, which is a reality of 
society and of the educational institutions now. 
I came back to Berklee because the salary they offered 
me was where I could get off the road. I wanted to start 
teaching again and I wanted to study again which I really 
hadn’t been able to do. Once again I’m at the same point 
where I was before: I’m working on trying to become a better 
teacher and becoming more direct in how I want to teach. My 
experiences were good, but they only are useful in some 
aspects of what I teach: private lesson studies or ensemble 
studies. 
It’s hard for me to make that transition in teaching 
people who have a marginal interest in jazz, the thing that 
I consider to be the music for me. I’d like to give them 
some sort of appreciation of what I consider to be true 
music in the artistic sense, in the sense of what music has 
always been to me as a reflection of society: a reflection 
of black culture and of American culture as well. I consid¬ 
er jazz as an American and a b1ack-oriented form whereas a 
lot of jazz is becoming so Europeanized: the way people ap¬ 
proach jazz. I don’t say it’s bad, but to me it’s just an 
offshoot. It’s not jazz as mainstream jazz. It’s just an¬ 
other one of the offshoots from the main body of jazz. In 
that sense, at Berklee it’s becoming quite the focus of jazz 
here . 
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I teach primarily jazz-oriented courses. I tauoht Ar- 
bac^1 to te before, «hich is wh.t I’m go.ng to go 
back to teaching. I purposely made myself ask for remedial 
courses, because I get the direct sort of thing. I feel 
good about beginning students, to build them up, to get them 
up to a certain level. That .ay I don’t really have to get 
involved with the musical tastes of the individual students. 
It s more or less like they’re all on a basic level so I 
just want to bring them up to functional musicianship. 
I do teach a more advanced Theory course which is 
called Harmonic Considerations in Improvisation which is 
pretty much the way to approach playing jazz from a harmonic 
sense. What I do in the course is teach the basic chord 
format of tunes and then all the possible derivations from 
the basic format. I have a problem teaching "feeling" be¬ 
cause that’s something I don’t think you can teach. You can 
teach the theory of it and you can be an example of what you 
teach in terms of the more feeling part of it. But to sit 
down and say, "I want you to play bluesy, this is what your 
going to do to play blues," I don’t know if you can really 
teach somebody to do that. 
I just started teaching what’s called Tenor Style Sur¬ 
vey. I start from Coleman Hawkins and go all the way up to 
John Coltrane, Albert Ayler and stuff like that. This is 
the second time I’ve taught it and there’s still some more 
things I want to do with it. That’s more or less like a 
music appreciation course. A lot of the younger musicians 
here I guess I was the same way when I was younger—aren’t 
really that interested. They don’t go back that much in 
terms of finding out what this thing’s really about and 
where it came from. That’s the new course I’m teaching this 
semester. 
Most of my time is involved with direct teaching, one- 
to-one in saxophone, private students and ensembles. I 
enjoy that more than anything, probably because I feel more 
comfortable doing that. Sometimes I get a good roll going 
when I really get enthusiastic, then it’s almost the same in 
teaching a class too, but I like one-to-one better. That’s 
where I do most of my best work. 
I teach an advanced ensemble class. It’s called the 
Art Blakey Ensemble because when I came here, the adminis¬ 
tration decided that that sounded good. It’s kind of embar¬ 
rassing for me to teach something with that title, but on 
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the music of that genre or that idiom: the Art IlIE P£*** 
It spans from be-bop to post be-bop you ^ ' 
pigeonholing music. I always emphasize this class as ‘what 
we re going to talk about is the more technical asoects Tf 
e music. The emotional and spiritual part of it is 
thing you will have to get for yourselves '• I r : Z 
size some of the stuff that I leirned W playi^ lltTlrV 
build^n! Pl^Ving ensemb1es > and when you solo how to 
build solos and try to get a point across. 
There are a lot of European students here now. There 
are a lot more black students than when I was a student here 
myseif. Probably the largest number of students from out of 
this^country would be from Japan, and they’re very good. 
They re more serious. Actually I’ll tell you something. 
Sadly enough, the European and Asian students in a lot of 
ways are a lot more serious about this music, about jazz and 
even about the other things that they are involved in. 
They’re involved in pop music and that kind of thing. They 
are serious in terms of their study habits and the way they 
approach it and go about doing it. They know what they want 
to do and they work real hard at getting it. They seem to 
be more serious than a lot of American white and black stu¬ 
dents which is a sad state of affairs, but that’s the way 
it’s going. 
There’s a good interaction between all students: white, 
black, European, Asian. They are all working at it, so I 
think the music is still going to be around. The music 
can’t just survive in New York City, it’s got to be all over 
the world. It’s got be where people can hear it to survive. 
I’d like to see black people still appreciating the contri¬ 
butions that they have made to this society, or to the world 
of arts in general. I’ll just let it go at that. I think 
right now it’s pretty healthy. 
I wish somehow that I didn’t have to work so much. 
Berk lee demands quite a large amount of hours and it’s real¬ 
ly kind of hard to keep it going the way I’d like to. I 
can’t practice everyday which is what I’d like to do. Since 
I’ve been on the road, I have more of a name so I do get 
pretty good calls for gigs. I’m still working for Freddie 
Hubbard now. He doesn’t work that much on the east coast, 
but when he does he usually calls me. I think I’m going out 
to Europe with him for two weeks. I’m going to take a leave 
of absence from the school. It’s not that easy. The school 
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doesn’t have a policy set up for that It’^ . 
sort of thing. They might give me a little htT lndlvld“a‘ 
because I do have somewhat of \ name. ‘ lee"ay 
There's a lot of that stigma in the world of plavino 
□h you re one of them school guys." There is a rif=>-Fs ^ ’ 
stigma attached to it, but not so much anymore. There's'not 
Ion Same klnd of stigma about, "Oh, you’re one of them col- 
ege professors trying to come out here and play." The guys 
who learned music right out there doing it, the school of 
hard knocks, of course they’re going to perceive people who 
went to school to learn how to play a little differently 
han just another guy who learned it the same way: the fun¬ 
damental root, blood and guts sort of way of getting to 
playing music. 
It’s changed because of the fact that during the '60s 
and the '70s a lot of guys were out of work, plus during 
that time, that’s when the Black Studies came about. Black 
Studies and Black History and all of that from the 60’s, the 
demand of the black students and the students that were in¬ 
volved in that particular thing that was happening then, was 
responsible for the music programs that came about during 
that time even though now they’re not even called Black 
Music Studies, they might just be called Jazz or Jazz Per¬ 
formance Studies. 
If I knew somebody who was potentially a good player 
and I had a choice of telling him which way to go, I would 
tell him to go out on the road and learn how to play. 
You’re going to learn it a lot stronger with a lot more of 
the nuances and the parts about it that you don’t get in a 
college situation, but there’s not really that much of that 
opportunity any more. There’s not many gigs out there for 
people to do. Most of the musicians that are in the bands 
of the older guys now are co11ege—educated musicians. They 
are better players in the sense that technically they’re 
more together. So that’s a change for the better, but I 
don’t think they play any better. I think it’s a lot more 
important just to get it by playing, by doing. That’s miss¬ 
ing in most college-oriented musicians. 
I’m hired here basically because I’m a professional 
musician. They don’t allot much time for you to do that. 
Usually when I leave here I’m a little too tired for prac¬ 
ticing. That’s something I really regret. Either I just 
don’t practice, which after awhile kind of puts me in a bad 
frame of mind or a bad state of musicianship, or I wear 
167 
^els ragged* 1 9uess the ideal solution for me would be 
somewhene on a university as an artist-in-residence stua- 
txon where I could just be there practicing and be arable 
artist^ atl°n °r whatever. I don’t know exactly how 
artists-m-resxdence work, but it sounds like a good xdea to 
had d htVe sabbatlcal or tenure which is kind of a 
bad. It s a yearly contract, and you get it and that’s all 
Its one of the things that the administration and the fac-’ 
ulty senate and some organizations are addressing. They’re 
trying to get a two-year or three-year contract with an op¬ 
tion to pick up another one. So far nothing like that has 
come about. I guess all in all Berklee has a tendency to be 
a transcient situation, student-wise and faculty-wise. 
What would be really nice at Berklee is if a teaching 
load maximum would be like eighteen hours. They keep talk¬ 
ing about working at all these things to make the situation 
better, so I m just waiting until that moment happens. I 
hope it doesn’t take too long. There are times when I get 
really enthusiastic to perform, I really want to work at it, 
I want to practice. If I don’t have the time, I get real 
frustrated and I short circuit all my enthusiasm for that. 
Then, by and large, it also interferes with my enthusiasm 
for teaching. 
I want to be a good teacher. I want to continue teach¬ 
ing. If I was a more proficient and a more organized indi¬ 
vidual and teacher, then maybe I could make time to do all 
the other things I want to do. At this point, I’m not at 
that level yet. I’m hoping that I will eventually become 
that way. I’d like to even study some more myself, just to 
learn more about teaching. The same as I did with music, 
I’m learning by doing. The more I teach, the better I be¬ 
come . 
What I would recommend? From my perspective as an 
artist—it’s pretty biased and it’s pretty much as you would 
imagine—faculty who are performers, give them the op¬ 
portunity to perform. If he’s performing, especially on a 
national or internationa1 format, set up a certain amount of 
time within the curriculum where you have X-amount of weeks 
that you may take: have some kind of flexibility in setting 
up a schedule for performing artists who are also function¬ 
ing as teachers. 
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York C1H^ Criner.(IIIJ born in 1952 in Albany, New 
° ‘J: ^,He began Piano lessons in grade school, and also 
tegel!n 1*70 “nd^T 9raduated fro"' Williams Col- lege in 1970, and went on to receive a Master of Arts frnm 
Ne".England Conservatory. He received his Doctlra^e in Edu¬ 
cation from the University of Massachusetts in 1981. Criner 
as gerformed with his own groups, and with Chico Freeman, 
Woody Shaw, and Dewey Redman. He has recorded with various 
artists and also under his own name. Clyde Criner is cur¬ 
rently a professor of music at Long Island University/ 
Brooklyn. y 
PROFILE 
We were living in Arbor Hill, which is a predominantly 
black neighborhood in Albany. I went to a private school 
called The Albany Academy. It was there that I started tak¬ 
ing piano. Like most people, I studied with one of the 
grade school teachers. This was Mrs. Warner, a third grade 
teacher. She played piano for most of the school programs 
and I was always fascinated by the piano. I particularly 
liked the sound. At that time, my mother was listening to a 
lot of jazz piano albums. She was a big afficianado of 
Ahmad Jamal, Errol Garner, Nat King Cole, and Hank Jones, 
and we had these albums in the house. I don’t know if that 
subconsciously filtered in as far as an influence for me or 
not as far as my liking the piano, but I was never forced to 
take lessons. 
I had steadily been playing. It was mostly the simple 
children’s tunes that you get: beginning pieces, light clas¬ 
sics or pieces for children. I really tended toward liking 
jazz music, particularly Horace Silver and Duke Ellington. 
By the time I was eight years old, I had met Horace Silver. 
My aunt and uncle had to sneak me into this particular club. 
It was an unforgettable experience because here I was, I was 
about eight years old, a little guy sitting at the table, 
and I had my Shirley Temple. I was listening, the music was 
very intense. Horace Silver came up on the break. My aunt 
pulled him over and it seemed that Horace’s mind was blown 
by this little guy who started reciting all of these liner 
notes. Here’s an eight-year old that starts telling Horace, 
"You know, I like this particular tune, 'Night At Birdland' 
with Art Blakey, and what about that thing you did with Lou 
Donaldson. The most fantastic thing happened that Christ¬ 
mas . Horace sent me his latest album, at that time it was 
called "Tokyo Blues" as a Christmas present. 
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My uncle at that time was buying all the 45=; 
from Rhea’* Record Shop. The reclrd^tore Hi* IfI "" 
community shcDwcase for new releases by black artists on 45s 
the ^ H l7e WaS J15tenin9 to Dobie Gray and Martha and 
the Vandeiias, people like that. Chubby Checker. And they 
«ould play these very loudly. I mean you would pass by Tn 
the car, by the record store, and be able to hear all these 
releases. So here I was, I was taking basically light clas¬ 
sics on piano and then I was listening to the R&.B like 
Martha and the Vandellas, and then the jazz albums that the 
family collected. 
If you go into a black neighborhood, you know how sig¬ 
nificant and how musical children’s games are like jumping 
rope, or even when kids call each other names or run the 
dozens; there are rhythmic elements and melodic elements in 
that. That whole environment filters into the music. So if 
you re growing up in that as a musician, you know particular 
rhythmic values and things that are associated with that. 
Cats used to put metal taps on their heels. There’s a 
rhythm to that. If a cat was bad and he’d come up the 
street, you’d hear ta-click, ta-click, ta-click, ta-click. 
There’s a rhythmic thing in the whole neighborhood. I’m 
fortunate to have had that kind of environment, to be able 
to reflect back on it and know what some of those things a*~e 
about as far as the black experience is concerned. 
I first had a piano when we had moved to East Greenbush 
so I guess I was eight or nine. It was a free piano that we 
recieved from a newspaper ad and it cost twenty-five dollars 
for the moving. It was a huge upright. I used to love that 
old piano. One of the things I used to do, I used to stay 
up and play in the dark. I used to play late into the 
night, and compose things. I stopped lessons for a few 
years and then I picked them up by the time I was thirteen 
or fourteen from this man Edward French. He was a well- 
known teacher in Albany at that time: classical pianist. I 
started playing Bach Inventions and Mozart, a little more 
difficult than what I had before. 
I started hearing more advanced rock groups. They were 
guitar—oriented bands and it wasn’t until the late sixties 
or early seventies that keyboard-oriented bands started com¬ 
ing into play, particularly from England. All of a sudden I 
started hearing some of the classics like Tchaikowsky, 
Sibelius, Janacek, Mussorgsky’s "Pictures at an Exhibition" 
and Bartok’s "Allegro Barberos" played by Keith Emerson. 
It’s the first time I heard the Moog synthesizer. 
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That turned me around because I reallv ^4- 
classical music quite heavily to learn Mussorgsky, and^7'"9 
earned Bach’s "Toccata and Fugue in D-minor." ^d actually 
I started playing out. The coffeehouse in Albany „as 
oneSrVed f°r aC°ustlc 9ditarists. So finally here uas some¬ 
one coming in playing a little bit of jazz, and I played a 
tie ragtime, and then I start playing the "Toccata and 
Fugue and things with the synthesizer. 
.. In Went t0 Williams College and I formed a band 
there. Shortly after that I purchased a Melotron which is 
this instrument over here. You heard the voices and it has 
lutes and cellos and things. I got heavily into that. I 
pull in a lot of things in my musit which tend to be hard to 
classify. I’ve always received criticism from other 
musicians that I’m not a jazz musician. There was a special 
section in my graduation year book called "Jazz at Williams" 
and I wasn’t even included, even though I was heavily in¬ 
volved with musicial performance there. 
I played with an all-black group in Albany, and we 
played mostly material by Kool and the Gang, Tower of Power, 
The Average White Band, Stevie Wonder. I’d play "Cherie 
Amour," and "Sunshine of My Life," all those kind of things, 
primarily for dancing. I’d guess you’d call that maybe 
semi-professional because the band did have a sound system 
and we did play regularly. Every weekend without fail we 
would play. We’d have scheduled rehearsals. It was good 
for me as far as ear training because I would be responsible 
for a lot of the charts: transcribing the trumpet and 
saxophone and piano and bass parts off the album, and bring 
it in to the group. 
New England Conservatory came to Williams for their 
Winter Study period. They had a jazz workshop which was 
sponsored by a brother, Carl Atkins, from New England Con¬ 
servatory. I think it met like once or twice a week. The 
first workshop was a performance by the New England Conser¬ 
vatory Big Band, and there were young people and old people 
in the group. But it was all mostly graduate students from 
New England Conservatory, and they gave this performance. I 
was moving closer to jazz groups so it was just coincidence 
that that came up there in my last year. It gave me a 
chance to work with Carl Atkins. He heard me play and he 
said, "You know, you should come to New England Conservatory 
and study with Jaki Byard." I had heard of Jaki with Mingus 
and I had no idea that someone of that caliber would be 
171 
teaching at an institution like that- c„ T 
would be fantastic." He said, "Jaki’will straight 
right out, he’s one of the great teachers * 1 lie! "ST , 
was prepared to get into a school like that after h* 1 
ese guys play. I was kind of uncomfortable with that!"9 
The year that I graduated, Gunther Schuller came un 
Williams College to receive an Honorary Doctorate Gunth 
that t^ IT president of New England Conservatory 
speak wTth hZ dthe graduation’ 1 had the opportunity to 
lanj r h T express my interest in coming to New Eng¬ 
land Conservatory. He told me about sending a tape and he 
new the head of the music department, and that sort of 
helped push things through. I received a call in late June 
saying I was accepted into New England Conservatory Graduate 
The auditions were a harrowing experience. I had never 
been to an audition like this where you go into a room and 
ere are like three or four elderly gentlemen with stern 
looks on their faces and their legs crossed, just very 
silent, and they give you a list of things to play and then 
they ask you questions. I found out that these auditions 
were for placement in the various ensembles. You audition 
and you get put in Beginner, Intermediate, or Advanced 
level. I got in what at that time was the Beginners level 
So I got stuck in this ensemble with people who were just 
learning to play who didn’t even have my experience. 
The thing that had the most impact on me were the final 
juries where you perform at the end of the semester and they 
grade your performance as to what you learned over the 
course of the year. And I’ll never forget this. It was 
Carl Atkins, the fellow that brought me into the school, he 
wrote on my report card, "I seriously doubt Clyde’s ability 
to become a professional jazz performer." And I was 
crushed. I don’t know what the reason for that was because 
Carl and I always had a funny relationship after that. 
I was only there two years. I didn’t really surface as 
far as any notoriety among the musicians until my recital 
when I wrote "The Carnival of Lost Souls." We had some of 
the top players in Boston. It turned out really well. For 
the recitals, usually they’re unadvertised and they average 
between thirty and fifty people. We had close to four hun¬ 
dred people at that recital, it was incredible. I used a 
lot of synthesizers and pre-recorded tapes, and I used dif¬ 
ferent kinds of symphonic writing techniques because we had 
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an eleven or twelve-piece group. George Russell heard if 
He couldn t believe that it the person On 1 
flnil repor t * George Russell said, "One of the greatest 
toTead^uslc"" Ijh!teVer He °nl* "«dS to learn he* 
read music. That was sort of a fitting end to beino at 
New England Conservatory and being in Boston. 
to 1 Ireally the onlV one my class to graduate, if 
real^^rtH 'V't that ' There a mandatory exam that they 
really didn t tell you about. We went in as Afro-American 
music majors. This exam covered everything from Gregorian 
Chant to twentieth-century classical techniques. There was 
a^Y lf 307 jaZZ °r Afro_American music on this exam. 
All of these hard-core brothers that were there, from Phi11y 
and down South, that came in as Afro-American music majors. 
Now how are they going to pass that exam, when it’s not re¬ 
quired that you take any classical music courses as an Afro- 
American music major. It was just luck for me that I was a 
piano player and already knew this literature and had been 
studying it during the course of the year. 
Alphonso Johnson called me my senior year, so my first 
gig was on Epic/CBS. Right after I graduated, I went to Los 
Angeles. The year after that, I was able to go back out to 
L.A. with Harvey Mason. And then the year after that, back 
with Harvey Mason and Jerry Peters and some other people. 
And then I started playing some of the very limited jazz 
scene in L.A. 
I met Billy Harper, and he needed a pianist at the time 
so I managed to hook up with Billy. I was going down to New 
York regularly, like once a week, and playing with Billy 
Harper. I was getting some exposure without actually physi¬ 
cally living in New York. I was getting to meet a lot of 
the musicians. And just the association with Billy; his 
music is very demanding and challenging. A lot of times 
throughout the Afro-American tradition, they call it the 
bass seat or the piano seat. If you hold that particular 
seat within the more traditinal music, then the word gets 
around and you get more work, that type of thing. Billy 
Harper is one of the more prestigious piano seats just be¬ 
cause of the difficulty of his music. 
In the spring of 1982, Chico Freeman called me up one 
night. It was the classic jazz story. "I’m going to Japan 
in two days. "Can you be in New York tomorrow?" I’ll never 
forget that. I really wasn’t that geared up for being a 
road musician and here I was getting ready to go to Japan 
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for three or four weeks. I was very apprehensive I h,H 
^thnCheW V°rH that next mornin9 to go to Japan Airlines 
with Chico and get my ticket and everything like that 
After we got all of that cleared up, we rehearsed h?. 
This was the first time that I was really the young person 
in the group, the really inexperienced person, playing wtth 
two masters of the acoustic jazz tradition, rea misters 
Cecil McBee and Billy Hart. ’ 
to 
mus i c 
Then it was off to Japan which was quite an experience 
It was everything I had read about for black musicians. It 
oertainly was an enlightening experience. Everything I had 
read before from other musicians about the hospitality of 
the Japanese, the receptiveness of the audiences, the record 
stores having everything you could imagine as far as black 
music is concerned; it really was a culturally enlightening 
experience. I can see why a lot of the musicians love going 
to Japan. It was an interesting experience also because of 
the contrasts. We played in large concert halls in Tokyo 
and we also managed to go to some of the smaller villages up 
north. They literally had people sitting in your lap in 
some of the clubs. The actual armspace that you need to 
play the piano was actually inhibited by people sitting that 
close to you. 
Part of my decision not to be a "jazz musician," the 
seed was planted in that tour. It’s the fact that George 
Wein’s festivals in Europe are predominantly made up of art¬ 
ists over sixty years old. The youngest groups that were 
representative of the tradition of Afro—American music were 
Wynton Marsalis’ group and Chico Freeman’s. It’s beautiful 
to see these performers, but as far as building a young per¬ 
former’s career and giving them exposure, that wasn’t hap¬ 
pening. You notice at all the festivals, and with all due 
respect to the artists, I had to put it into perspective for 
myse1f. 
I say to myself as a black educator and I say to myself 
as a black musician, "All of these people headlining these 
festivals and getting steady work are all over sixty years 
old." Then I look at the educational situation in the Un¬ 
ited States and I say, "All the black professors I know 
basically are all over fifty years old." I started evaluat¬ 
ing my life within the prescribed system for a black man. I 
said, "Why should I wait until I’m sixty years old to be 
able to perform on these festivals?" I feel that I have 
something to say now and something to share now musically 
with people. It may not be as developed as these other 
people, but I have to start somewhere. 
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Educationally I started thinking about, 
i m i 1 T J _ _ l J 
a performing musician and educator. This is a situation 
which in some respects is a very sad situation. It’s somi 
thing that I really have problems with, even being in New 
... . • ut 1 MU XII 
York to this day. 
The thing I still look at as a solid fact is when I 
open the Village Voice and I see the finest jazz pianists in 
the world playing supper clubs. I see people like Roland 
Hanna playing with gloves and an overcoat on on an out-of¬ 
tune Steinway piano at the Village Gate where they didn’t 
even turn the heat on for the musicians. I see Kenny Barron 
and Cedar Walton and all these people playing places like 
Greene Street and Bradleys where number (1) the level of 
conversation exceeds that of the music, and number (2) at 
Greene Street the musicians are asked to keep the volume 
level of the music at a minimum where it does not disturb 
the patrons dining. I’m just throwing these questions out. 
I don’t say that I’m right or wrong. I’m just saying that 
for those that are in New York, that are pursuing the tradi¬ 
tions, should we take a step back and be more objective 
about it and.say, "Why are these opportunities?" Shepp has 
talked about it and Rahsaan Roland Kirk, but I don’t know 
how seriously people took these great masters of the tradi¬ 
tion. What does that tradition hold? What does it hold as 
a rea1ity? 
I have to seriously look at and be able to evaluate 
when other black educators were fortunate enough to be able 
to secure their positions in colleges during a time of na¬ 
tional turmoil, during the Civil Rights Movement. They were 
able to secure those positions through protest or whatever 
politics were deemed necessary to getting Black Studies into 
higher education in the United States. Now I come under 
direct criticism of black educators for wanting to possess 
degrees in Western or traditional music in order for me, as 
a young black man in the 19Q0s, to secure a comparable posi¬ 
tion in a music department. 
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I feel music is now going through another transition 
thl'ch y Wy^:n Mars*lis h" had ^incredible 
the change of direction. Over the last two years it seems 
that visibly there are more black musicians involved with 
the presentation of classical music. The recording industry 
is going in such a direction now because of the success If 
Wynton Marsalis. CBS is getting 
of classical recordings by their 
Listening to Wayne Shorter’s new 
Wayne’s new album was composed. 
finding musicians that not only have the ability to im¬ 
provise, but very importantly, once again we have come full 
cycle to musicians that can read and interpret classical 
music, be it black or white. Most notably, Keith Jarrett is 
doing all classical programs: Bach, Scarlatti, and now he’s 
doing one of the Bartok piano concerti. That is the direc¬ 
tion it’s going in. 
ready to release a series 
already-signed artists, 
release, everything on 
We’re coming around to 
I think it’s remained pretty much a constant as far as 
what the qualifications are of members of the music faculty 
at colleges around the country. I don’t think that’s 
changed that much. Certain individuals, if we think about 
Archie Shepp, through the circumstances of the times were 
1 © to secure those positions and/or have the doors opened 
up. Obviously those doors, as we move into more conserva— 
tism, have closed and we ve got that type of struggle again. 
My securing a full-time position at Long Island Univer¬ 
sity is based on the fact that I’m able to teach classical 
music. The situation that existed there was that they had a 
gentleman on half-time teaching Basic Theory and Counter¬ 
point, and they had me on half-time teaching Jazz Composi¬ 
tion and all this. What happened at LIU is that the enroll¬ 
ment is strongly based on the jazz program they have there 
called Jazz Plus. They pride themselves on having a lot of 
the top, working professionals available for private in¬ 
struction and ensembles. They’re sort of in an adjunct 
situation; they don’t actually teach courses. They either 
teach privately or they instruct the small groups. It does 
give the students the direct experience of working with 
professionals. 
What you have is that type of political situation where 
if most of the students are going into the jazz program then 
you are seriously jeapardizing that aspect of the music de¬ 
partment which was traditiona11y there first. Another prob¬ 
lem that you have is that the students are only studying one 
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d‘° !r . was a^le through my professional experience to 
jazz students into the program, then I was aD- 
?oraa fun-til^Tlh1^ tW° half-time positions together 
that olri n^ Th' WaV’ hopefully tha enrollment in tnat part of the program would increase. 
4-k * tu9rSat tradltlon that we have but we neglect the 
tact that those innovators of Afro-American music did real¬ 
ize that music is music. If Mingus and Coltrane talk about 
Stravinsky, and Ellington talks about his love for Milhaud 
and Honneger, we can’t neglect those particular facts of the 
musical development of those great innovators of black 
music. There has to be an exchange somewhere. There has to 
be. That’s where great things come from, from sensitivity 
and that kind of exchange. We tend to think that musicians 
just think 'be-bop ’ and that’s it. And then to romanticize 
all of the more negative aspects that have been associated 
with black music, that doesn’t help either. I’ve had to 
play with twenty-year-olds that have developed a drug habit 
because they think that’s a prerequisite to playing great 
black music. I mean seriously. 
I taught at Williams the Spring of 1983 and for Winter 
Study in January 1984. Williams allowed me to step back and 
sur'y’ey the situation and say, "What we’ve got happening here 
is a typical situation that’s open to black educators that 
specialize in black music and/or Afro-American music, within 
the more traditional institutions of higher education in 
America." Williams College certainly is no exception, hav¬ 
ing acquired recently a multi-million dollar music facility 
and being very traditional in its concepts. I had enter¬ 
tained the idea to Irwin Shaman who was a professor of mine 
at Williams. First I suggested that I might come up and do 
a clinic. Being a student at Williams, I was aware that 
there was a strong jazz community not only on campus but off 
campus. Shamin called me back and said, "How would you like 
to come teach for a semester." I said, "I’d love to." And 
I don’t think the music department was ready for it. We 
had, as you know, an enrollment of close to a hundred-and- 
fifty students. That was the History of Afro-American 
Music. 
□ne of the other good things was that I had a budget to 
bring up guest lecturers. We had quite a variety between 
the spring semester and January 1984. The idea of the lec- 
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b"-" irthe f-id* 
Sir- r- 
neglected gospel music. There is 0t.°f dePartn<ents severely 
hsve brought, no matter where I „as"in the worfd? ‘d?0"'1'1 
race Boyer is the recognized authority on traditional anri 
contemporary black gospel music. Also, we had Victor L?? 
from Weather Report. Then we had Akua and Gail Dixon 
January we had Cecil Taylor, and we had John Blake and Joe 
that % ?! ! matter is tha* they didn’t fund any of 
anri'th , *11 d°ne through the Black Student Association 
oortert h ?! Committee. It was really not sponsored or sup¬ 
ported by the music department at Williams. They only 
A?iU??an,tly P:°Vided the space' 1 °" a Luce Fellowship. 
And the Luce Committee and the Luce Fellowships are reserved 
or black artists in the performing arts to share and dis- 
seminate the black experience in the performing arts to the 
Williams community. 
So the music department was beside themselves. They 
did recieve a note from the administration saying, "What are 
we paying you for? "How come you can’t get enrollments of a 
hundred and fifty students when we can bring in someone from 
the outside and be able to secure that kind of enrollment in 
the department?" That course set a lot of precedents. It 
was the largest number of black students to attend the same 
course at Williams College. The black student population is 
small to begin with, but the brothers and sisters turned 
out. Also I think it was the largest enrollment ever for a 
new music course in the history of Williams College. 
At first they were very happy about it. The chairman 
of the department approached me and said, "You know, Clyde, 
with this enrollment we’ll have to have you up here more 
often." I said, "Well, I’d love to be able to if you had 
some kind of position here to teach Afro-American music." 
That’s when I was into my thing of I am a specialist in 
Afro-American music. I tell you, it goes over like a lead 
balloon. I’ve sent out possibly between fifty and a hundred 
applications for positions in Afro-American music. They’ve 
been everywhere from New Hampshire to Northwestern Pennsyl¬ 
vania. The unfortunate part of it is that all of the posi¬ 
tions were temporary. There are no full-time tenure track 
positions dealing with jazz, Afro-American music, black 
music or whatever you want to call it. They are all a 
semester or possibly a one-year temporary appointment: ad¬ 
junct, part-time. That’s what it’s about. 
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able to get something that’s a little more 
secure. The security is in those positions within the tra¬ 
ditional music proqrams. 
What we read in a lot of the text books about the so- 
called seriousness of American jazz music is still on that 
kind of subliminal level to the point where a lot of the 
colleges found that bringing in Dizzy or Max Roach or ad¬ 
juncts on that level keeps it safe for them. You’ve still 
got that kind of subliminal message; it’s still saying, 
“This music is not serious enough to hire someone full-time, 
but we can meet the demands of the students by bringing in 
people on a part-time basis. 
What you’ve got now; if you subscribe to the NAJE, the 
National Association of Jazz Educators, you see more clinics 
by professional artists that are available for bookings at 
these high schools and colleges than you’ve ever seen be¬ 
fore. And it’s within that genre of jazz or Afro-American 
music that you’ve got all these people willing to come in 
part-time to do clinics. If you have all of that, why 
should the schools hire someone full-time when they can get 
someone to meet the needs of the students for a fraction of 
the cost? 
I started taking the videos to different colleges. I 
took one to L.I.U. and they approved it. It was on the 
basis of that video [workshop] and actually meeting the fac¬ 
ulty face-to-face that I was able to get an adjunct position 
there. It was a step-by—step process. When it came down to 
the decision of offering me a full-time position, it was not 
based upon my knowledge of jazz music—the offering of the 
full-time position was based on my knowledge of classical 
music, specifically classical music. 
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thi'naT5^!!"’3'11*10'1 and musical innovation is to do 5o.e- 
thing totally unpredictable by an artist with my experience 
and background. The most predictable thing for me to do for 
and@tn ‘*.to hlre 3 ja2z trio or quartet or quintet 
and to perform pieces within that vein that relied heavily 
upon improvisation on a prescribed framework. The unpre- 
numher1^ in9wt0 d° 15 nUmber 111 l" * a solo album and 
number (2) to do an album of cohesive, very short composi- 
hl°bs ‘hat reflected 3 uniformity of style yet drew from 
both the classical and jazz harmonic and melodic—not so 
much rhythmic-materials. The fact that the improvisation 
is missing or is used very sparingly on the album to me is 
unpredictable. I had spent four years of my professional 
career playing improvised music that relied heavily as its 
basic content upon solo or the solo format of the members of 
the group. After taking that to whatever degree, I felt 
that there’s really nothing I could do that would be new 
within that kind of framework. 
I think CNew_Eng 1 and 1 is an interesting album in the 
sense that no one if they heard it upon listening would ever 
think that was a young black jazz artist that did an album 
like that. No way you would know. If you heard a straight¬ 
ahead jazz trio, sure, it’s easy to predict that. If you 
heard a quintet, a straight ahead burning thing, it’s easy 
to predict that. But if you hear something like "New Eng¬ 
land" or "Laughing Brook" there’s no way you would know 
that’s a black artist. I wanted to transcend the color bar¬ 
rier musically but at the same time to be able to say, "This 
is black music." And that I don’t want people to ever lose 
sight of, that New Eng 1 and is black music. 
It’s black music because it captures the sprit of what 
I feel is real innovation and sensitivity that is inherent 
in all black music as it has evolved and been innovated by 
great artists. To come up with a distinctive sound is to 
assimilate and to be able to bring in all of those elements 
that aren’t quite perceptible on a surface value as being 
jazz or classical music. Once you integrate them into one 
style, to me that is the characteristic quality of great 
black music. I’m not saying that New England is great black 
music. I have a lot of limitations and things that I’m 
still learning, but I feel it captures the spirit of what 
makes great black music: that unpredictability, that 
synthesis of black and white influences without particularly 
pointing and saying this is black and this is white. New 
Eng 1 and to me is black music because of the spirit in the 
way it was conceived. 
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CHAPTER V 
PARTICIPANT PROFILES: CONCERT PIANISTS, COMPOSERS, 
and a GOSPEL SINGER/ACCOMPANIST 
Chapter V offers other perspectives on the work of 
professional musicians who take on the additional career of 
college teaching. This chapter includes profiles of two 
concert pianists in the classical idiom: Natalie Hinderas 
and Mildred Roach, two composers: Hale Smith and Frederick 
Tillis, and a gospel singer/accompanist: Pearl Williams- 
Jones. Together with the profiles in Chapter IV, they offer 
a variety of approaches and responses to the demands of 
teaching and maintaining a professional career in music. As 
in the preceeding chapter, the profiles are presented in 
chronological order according to the date of birth of the 
participant. Each artist is identified and a brief in¬ 
troduction to that artist is given. This is informed by the 
content of the interview and also by careful study of the 
Biographical Dictionary of Afro-American and African 
Musicians by Eileen Southern (1982) . Where discrepencies 
existed between those two sources, such as with dates or 
locations, the information from the interview was used. The 
introduction is followed by the profile in the words of the 
participant. All of these faculty held full-time positions. 
Further analysis and discussion of the experience of these 
artist/faculty and those in the previous chapter will be 
found in Chapter VI. 
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SMITH — composer 
Hale Smith was born in 1925 in Cleveland, Ohio. He 
Clev ? ab°Ut 396 seven* He later attended 
Cleveland Institute of Music <B. Mus., 1950; M. Mus. 195?) 
where he studied with Marcel Dick. Smith continued’his 
s udies with Dick as a winner of the BMI Student Composers 
H ^ ln r?52', ThS first all~Smith recital was at Karamu 
use in Cleveland, 1955. In New York, Hale Smith served as 
music editor and/or music advisor for various music pub¬ 
lishing companies, including Frank Music, C.F. Peters, and 
Sam Fox. He was also active an an arranger and/or music 
director for jazz artists such as Chico Hamilton, Oliver 
e1 son, Quincy Jones, and Eric Dolphy. Smith taught briefly 
at C.W. Post College and then went to the University of Con¬ 
necticut in Storrs where he was professor of music from 
1970-1904. Hale Smith has composed in a variety of forms. 
Among his better known works are "Orchestral Set" (1952), 
"Sonata for Piano and Cello" (1955), "Contours" (1962), Ind 
"Ritual and Incantations" (1974). 
PROFILE 
A very wonderful lady named Margeret Heller was my 
first piano teacher. She’s the one that introduced me to 
Mozart and Clementi and Schubert, and those are still among 
my favorites. She was a wonderful lady, very gentle. I 
don t remember how long I worked with her in this class. 
She told my parents after some period that she felt that I 
should have private lessons because I demonstrated talent 
beyond what the others did. We didn’t have a piano. When 
my father got one, it was a player piano and before I even 
saw it, he knocked the player mechanism out so I wouldn’t 
get locked into cheating that way. 
I realized by the time I was eight that what I wanted 
to do was to create music rather than to be a player per se. 
And I had three piano teachers. All of them were women. My 
second one was a black person named Evelyn Freeman. My 
third teacher was at the Cleveland Institute when I myself 
went in after the war. These women must have been very re¬ 
markable, each one in her own way, because with the amount 
of practicing that I gave to the instrument, I shouldn’t be 
able to play the doggone thing at all. 
I never did [practice] really. I like to play or to 
work things out. It wasn’t to practice the piano, it was to 
learn the music in my head, really. Of course that worked 
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very much to my disadvantage as I qot older a H . 
into the conservatory itself I And whe" I got 
led to very tickli.h “°uldn * ?ractic* and that 
tocher. Her name M ^hy'l^EE."" lT 
if I attended as .any as three ardour lessons"!^ ^ th** 
aoinoirship wouid be s°strain^ ^at i woprd nut;our 9° ing for two or three week<^ anri i_. . P 
weeKS, and then evervthina lAinulri 
smooth itself out and I could go back in Sh" n! 
t^enimP°butnifbItS °f ?iSd°m- She acknowledged thatVhad 
th_ ^ WSrG °nlY accomP11sh something within 
the normal range of my talent, then I will not have ac- 
beyonc|Sthat31hat*rt ^ °"ly "hat 1 would “^pliah beyond that that had any real value." And I had to chew 
someth'3 Pulte a bit. But again she must have instilled 
someth 1ng. 
My way of memorizing, say if I were to memorize a Bach 
relude or Fugue, or whatever the case might be, I would 
take it home and I would study it. I would analyze the 
thing and memorize it in such a way that I could write it 
from ^ memory. That was fine from that point of view, but it 
didn’t do my hands any good. And if I were given some 
etudes to work out, I would look at them and play through 
them a couple of times or so and then I would write my own. 
But again, I would write it. 
I went into the Army in 1943. I was drafted and I took 
basic training. I was not very receptive to the approaches 
of the officers and non-commissioned officers with whom I 
came in contact to the ways of handling discipline with new 
recruits. Especially the white officers and non-coms deal¬ 
ing with black troops, specifically this particular Negro 
troop. In fact I was so offended that I swore then that I 
would never say sir to another man in life. And so before 
my second week at the induction center was finished, I was 
embarked upon my gaining command of spoken English. Because 
I had to think of some way of dealing with those people 
without saying sir. And of course the simplest way around 
it was by naming their actual rank which I did very often, 
but I developed a number of verbal circumlocutions which 
carried me through all of my stay. 
I ran into three older men, older by just a few years, 
who each one in turn brought me further into maturity. The 
first one was a man out of Boston. His name was James 
Arthur Smith, but he was known as Jimmy. He was a very nice 
guy. This was while I was at Jefferson Barracks for basic 
training and also after I had been shipped up to Scottfield, 
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knock°some Tf Tut ‘ 
tective person; he helped me weather some of those*storms’in 
Scoit^e!CCd‘ t" heC°nd °ne "as "hen 1 »“ from Scottfxeld down to Darnel Field near Augusta, Georgia That 
person was a man named William Barnes who was very bright 
e was a brilliant man. He was from Philadelphia and was’ 
from what would be considered the Negro brain trust of that 
Th*f third one I met when I went back to Daniel 
Field from Florida, and this was the most important also 
His name was William Randall. Willie is the one who gave me 
my first real exposure to orchestration, in the sense of 
learning how to think, learning how to think directly in 
terms of the medium. He was the one that gave me that foun- 
I got out of the army in 1945 and enrolled in summer 
school. By that time I had a little band. We played night 
clubs, and dances, shows, things like that. I learned to 
write with people like that, writing for them and hearing it 
coming back all the time. I didn’t know it then, but that 
gave me a very solid foundation for what I did later, be¬ 
cause I have always had the experience of hearing what I 
wrote coming back at me. It’s never been an abstraction for 
me. We were playing jazz, but back then, that’s what people 
danced to. We had quite a nice repertory. Most of the 
mus*c was written by me, but there were at least two others 
in the band who could write. 
I knew nothing about structure, all I had was the ear. 
I went down to the Cleveland Institute of Music, and spoke 
to the registrar. During the course of the conversation, 
she discovered that I was a veteran. She suggested that I 
should enroll for a full-time course, I’d be eligible for 
the G.I. Bill, that I could get a degree. I thought that 
was a pretty good deal. On top of that, I got paid a few 
do 11ars — a—month on the Bill. And that carried me up into my 
Master’s period. I got a Bachelor’s and Master’s both at 
the Cleveland Institute. 
It was a regular conservatory type of course. On the 
basis of my entrance examination, I was started in my second 
year which in some ways was entirely complementary to me, 
but I think it was a mistake in at least two areas. I 
didn’t know anything about the concept of keyboard harmony. 
It was a completely foreign discipline to me, and I flunked 
that first semester. Also, I was thrown into the third 
semester of "solfege." The first thing I saw staring at me 
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was the tenor clef, 
and had to repeat it 
required in the two 
grades to A’s. 
I flunked that semester of "solfeqe 
also. But when I caught on to what 
courses, I went on and elevated my 
M 
wa s 
1 b * HfHthe tlmS 1 WaS ln schQo1 1 was playing in 
clubs. I did much of my homework on the job. I remember 
there was one nightclub where I was playing in a trio I 
sions W°bld Sit nSXt t0 thS jukebox during intermis- 
d.W°rk °ut mV Harmony exercises. I would write the 
in, ! Sqo t 1 Tn an°th®r 1 nterm 1 5S1 on * T° get my psychology 
in, I got in the practice of putting the book up on the 
S T Pian°’ ^ 1 W°Uld r^d »V assignment 
hani PJaying- So Qne ni9ht a waitress walked by and 
happened to glance up there while I was playing and noticed 
me reading. And she went to the owner and asked him how the 
piano player could read and play the piano at the same time. 
So the owner called my boss, Cigar, and myself over during 
our next intermission and he wondered himself, "What’s he 
there?" So we asked hi" if he had had any problem 
with the music. And he said, "No, it sounds good." He 
said, "But either the book goes, or he goes." That gave me 
a little crunch with my studies. 
There was a Composition teacher there who had this way 
of giving us counterpoint lessons in that he would give us a 
Bach subject and we would then have to create our own fugues 
based on the subject. When we would go into the next class, 
he would have his own realization of the material, and he 
would compare our work not to Bach’s, but to his. And where 
we didn’t correspond with his projection of the matter we 
were wrong. One of my basic rhythmic characteristics is the 
tieing of short notes to long notes. It’s part of my rhyth¬ 
mic sense. He would hunch his shoulders, look over, and 
say, "Well, that may be alright for jazz, but we serious 
musicians frown on such a practice." That’s one of the rea¬ 
sons why I never use the word serious. 
Marcel Dick taught certain courses here and there in 
the school. I had my first contact with him in a Form and 
Analysis class and I had a difficult time getting past his 
Hungarian-Viennese accent. Much of what he said in that 
first class went right on by. But I knew he was saying 
something and I knew that he knew what he was talking about 
And then I had a truly advanced course in Harmony with him 
that completely superceded what I had been exposed to with 
the other person. Well, I learned from that Harmony course 
that he really had an extraordinary knowledge of music. 
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use<^ texts. It all came 
with the materials. 
two most important teachers 
from the head and working d 
never 
i rec 11y 
Th„ 1 K°Ul1? be tDld tQ 9et the Score and study it 
!h t h°Uld 9° ln’ 1 "°Uld have to teU him »tout the 
core. What happened here, and what happened there whv or- 
HraeedrL°ren "IT bUt al“ayS h°"' That ^eetion "Why?" 
used that question for me especially when I was doinq 
composition work with him. I would have to know the mCsic 
verbaliz h 1° S'™* a clear understanding, clear enough to 
He f ^ learned from Poking at the music itself. 
dealt with me as somebody who evidently had talent and 
who had acquired enough background to be able to deal with 
the rigors that he would impose. But the standard always 
was me measuring up to my best. 
-i , received a phone call while I was working in my fam- 
m Y 5 println(3 company in 1952, and a voice mumbled a name. 
Upon being told that we would be playing a matinee in Akron, 
I asked the voice who was calling again. At that point he 
said, "Dizzy Gillespie." A friend of mine drove me to meet 
him during which trip he told me that since I had been talk¬ 
ing about how bad a piano player I was, I’d have my chance 
to prove it. So we got to Akron, and we walked into the 
club and he had a quintet, including himself. I was there 
as a substitute for the pianist who was playing with Dizzy 
at the time and who had to return to New York. I must have 
done pretty well because my relationship with Dizzy began 
then, and from that time on whenever he would come to 
Cleveland, until 1950 when I left, he would always come out 
to the house. 
I came to New York in February, 1958. I was going to 
be the great out-of-town genius who was going to come to New 
York on a two—week trip and knock the town on it’s can. I 
stayed two-and-a-ha1f months instead of two weeks. I came 
back that October to stay. I was writing for Chico 
Hamilton. That was the group that had Eric Dolphy in it. 
When he first joined Chico, we met in Cleveland and our 
friendship blossomed almost immediately. 
One of the things that I consider very interesting 
about my life is the extreme range of associations, ranging 
from people like Dizzy and many people in the jazz world 
through the educational field into the likes of Wallingford 
Rieger, he was one of my supporters when I first came to New 
York, Henry Cowell, and Stokowski; I was aquainted with him. 
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Just a whole range of people. It’s a 
then a lot of people outside of music, 
the richness of it. 
fascinating life. And 
too, which adds to 
Arnold Breudal called me maybe a year or two later He 
paid. WOuld llke me to come over to talk about joining 
Frank Music. I went over to Frank Music and I had a four- 
way job I was Editor, and that was the title on my cards 
I was the Assistant to Arnold Breudal. I was Assistant to 
Frank Lesser, and General Musical Advisor to the firm. I 
stayed there for a few years. Sometime after that I started 
doing free-lance work. I’ve been a consultant, and still am 
a consultant officially, to C.F. Peters. One of the com¬ 
panies I did a lot of free-lance work for was the Sam Fox 
Music Publishers. 
It was while I was at Sam Fox that I was approached on 
the street by a composer named Raoul Plesco. Raoul was, and 
still is, the head of the music department at C.W. Post Col¬ 
lege. He said that he wanted me to teach a couple of in¬ 
troductory music courses. I told him that I had no interest 
in teaching, I had never done it really. The closest I’ve 
come to teaching was when professionals would want to learn 
something that they thought I knew, that they didn’t. That 
group included a number of players: Eric CDolphy], Chico 
Hamilton, and John Gilmore who works with Sun Ra. But most 
of the time, one or two sessions, maybe a few more, and they 
would have all they needed. It wasn’t really teaching so 
much as opening up to them what they already knew. So when 
Raoul Plesco asked me to do it, I told him that I just 
didn’t see myself as a teacher. Anyhow I went in, and all I 
was doing was teaching two part-time Music Appreciation 
cour ses. 
It was the break between the two semesters when I 
received a call from a fellow named James Ebersol who iden¬ 
tified himself as being on the faculty of the University of 
Connecticut. He had a class that was called The Black Expe¬ 
rience in Art, and he wondered if I wouldn’t mind coming up 
as the third speaker. I said okay, and we agreed on it. 
That was only one of the reasons they wanted me up there. 
The other reason was for the faculty to look me over. So 
then they asked me if I would mind coming back to talk about 
joining the faculty. In a couple of weeks or so, I went 
back up and had a meeting with them. 
So I went up there and we started talking. A group of 
us had lunch at the faculty club. I had learned a long time 
ago that one of the best ways of avoiding problems is to 
laa 
^ mUd 35 °ne C3n at the beginning. So I started out saying that I did not have a doctorate de- 
"Well ^ad,n° intent ions of getting one. They said, 
for i T l W°Uld bS rather 5illY presumptious 
r^n ?V° a? ;°me0ne like Y°u "ith your background and 
reputation to have a degree like that when the degree itself 
oes not come anywhere near representing what you already 
have accomplished. 11 Now I think that’s a pretty wise per- 
2EB^1V?iand,lt tieS ln VerY WeU With my own Perspective. At the Cleveland Institute, I was among people who were 
really very brilliant musicians, very brilliant teachers, 
but who didn’t have all that extra academic paraphenalia 
going. So I never developed a healthy respect for it. They 
accepted it. 
I told them, "You know, I’m a professional musician. "I 
don’t intend to drop my professional activities. "So 
whatever I do here would have to in some way correspond or 
dovetail with my professional activities." So I set up a 
schedule limitation for them so all my teaching was Tuesday, 
Wednesday and Thursday. They bought that, much to the later 
disgruntlement of some of my faculty colleagues who didn’t 
appreciate having their schedules kaboloxed in order to make 
them correspond with mine. The only restriction they made, 
which I didn t object to at all, was that that was the only 
faculty I could belong to. I had no problems with that be¬ 
cause I had no intentions of having a multiple career as a 
teacher . I came back to New York and I went out to see 
Raoul to tell him that they wanted me to start that fall. I 
asked him what did he think I should do. He said, "You’d be 
a fool if you didn’t do it." And that’s why I started doing 
i t . 
I was asked to come in teaching Composition at the un¬ 
dergraduate and graduate level, teaching Orchestration at 
the graduate level, teaching what they called Theory at the 
time; it was a mish-mash of what they call Theory, Ear- 
Training, Harmony, everything in one course, which I still 
think of as being a hodge-podge. I started that commute up 
there. I’d go up on Tuesday mornings or else Monday even¬ 
ings and stayed through until Thursday and come back Thurs¬ 
day. That went on for about thirteen-and-a-ha1f years. The 
retirement became official in April, 1984. 
I used a beginning composition method book that Schoen¬ 
berg had developed. I used it because his ideas parallel 
mine in the business of teaching the beginning levels of 
that type of course where it has nothing to do with 
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creativity. In fact I had a standing little talk that I 
gave each beginning Composition class one semester after the 
other, which was that I had not the slightest interest in 
t eir creative genius. If they had creative ability, it 
would show. If they didn’t, at least they would be in a 
position to learn something about how music is put together. 
I concentrated on two-part writing. There were several 
books that I had them work with. One of them was 
"Counterpoint in Musical Composition." I only dealt with the 
section on Species, because it’s so codified there’s no 
problem with me using the text in that case. I very rarely 
drew my "canti-firmi" from that book or others. I would 
write them out in the various clefs, all seven of them, be¬ 
cause I figured that would be a good place for them to get 
their feet wet. My writing a "cantus-firmus" out like that 
has its perils, one of them being that it might not be ac¬ 
tually workable because of some quirks in it. Uhat it did 
was to give these students the discipline of wrestling with 
something. And if it was not workable, they had to find out 
why it wasn’t. Then from the second week or so I started 
introducing them to linear counterpoint: to the linear 
asPects of it rather than from the species aspect, so they 
could see from each step how certain codified principles 
that would be found in the species would be applied in an 
actual compositional context. So I would write and im¬ 
provise these things on the board as I went along, and they 
could see how everything grew. 
The thing that I appreciated most was having responsive 
pupils. I constantly goaded them to respond, to partici¬ 
pate, to ask questions and one of the advantages and pit- 
falls of improvising in the classroom is that you might 
stick your neck out there and do something damn fool wrong. 
Now I think it’s a great stimulus that keeps the teacher on 
his toes and keeps the pupils on their toes, that is if the 
pupils are made to understand and constantly are reminded 
that the teacher is not some sort of a god figure, that his 
reasons for being where he is is that he is supposed to have 
more knowledge and more experience, but it doesn’t mean that 
he can’t be wrong or can’t make a mistake. 
Any student that wanted to work with me could. That’s 
where the jam-up in my schedule developed through the years. 
In spite of the fact that I was only up there three days, I 
not only did a full-time load, but I carried a much heavier 
load than most people who were there around the clock, seven 
days a week. I found that one of my weaknesses as a teacher 
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was that I was pretty hard pressed to toll ^ 0 
that student really .anted She ttme It Ll t 
I had a chance to go to lunch, very rare. * that 
.... °™ thing that I really had very little of .as the 
H ng ° COfnP°5i 11 on at the advanced levels. I had verv 
little exposure to students with whom I could deal on that 
t^lleciual H1 WheIe thSre W°Uld bG an ^terflowinq of in- lectual and creative energy. Most of the time the enerov 
flow is from the teacher to the pupil, especially in the 
duo^!s hVft ° bh°Ught- 1 had °nly a small number of 
p piis that I could talk with at a higher level like that, 
where it would work both ways. Where their intelligence and 
rrtherthdlnH WOUidTS°rt °f reciProcate= alternating current 
fnrfh K ^ d1rec t I guess, where it would be going back and 
forth between teacher and pupil. The kind of relationship 
for instance that Schoenberg had with his finest pupils; 
very few teachers ever have that. 
I noticed the only course I had where there was a sig¬ 
nificant number of black students was in this Black Experi¬ 
ence in the Arts course. In my strictly musical courses I 
don’t think I had more than six black students in all over 
that entire thirteen-and-a-ha1f year period. Now part of it 
was that there was not that big a concentration of blacks in 
the Music Department, and that always is a part. Then some 
of those that were, they didn’t take courses that at least 
in the higher levels would lead them in my direction. In 
the music courses, I didn’t teach below the Junior level. 
So if somebody is taking Voice or majoring in an instrument 
ordinarily that person wouldn’t come to me. 
My other students, the ones that really went further 
for the most part, were not black. I imagine in some cases 
there are black teachers who have found that they’ve had 
problems of authority with non-black pupils. Again I 
haven’t had that on a racial level. I’ve had it with stu¬ 
dents who were immature. I just had to play each case by 
ear. Those that I saw were trying, I tried to help. 
I tended toward the casual rather than the non-casual 
approach. I think it ties in with my improvising temperment 
and the fact that I’ve been a street musician so much of my 
life. I never wanted and never intend to grow out of that. 
I know a number of people who used to play jazz, people like 
Jim and others. They get into teaching and then they put 
that phase of their lives behind them. They get locked into 
academia; the mores and perspectives of academia color 
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TnLdedthto qult!f "V deeded l*ll 
Where some of my colleagues were concerned, I would 
rSKeJiVf W°rd that SOme Pe°Ple were disgruntled because their 
schedule was being effected by mine, or that I didn’t stay 
around long enough to socialize and to become part of the 
Unwersity community. I was in somewhat of an anomalous 
position I suppose. By my refusal to live there, I never 
became a part of it, even though I was on good terms with 
1 d say just about all of my colleagues. 
All of that time I had not been thinking about the fac¬ 
tors involved in my hiring. And it was around 1901 before 
it was made clear to me, I forget the circumstances now, 
that I really was hired under this move that they had going 
on of getting black faculty, that I was hired as much as a 
black as I had been as a musician. At which time I told 
them, "Had I had the slightest understanding that you would 
have been trying to hire me as a black, I would not have ac¬ 
cepted it. I was not interested in being connected any¬ 
place "as a black." Not knowing it and not thinking about 
it, I never functioned that way. I guess that made my role 
there a little unique. 
When I woke up to the fact that I was beginning to 
think like a teacher, I decided it was time to quit. The 
business of instilling certain information in a young per¬ 
son’s mind, giving that person certain facts to deal with, 
is one thing. But when that impinges on one’s own creative 
work, then one starts writing academic music, and I’m not 
interested in writing academic music. It has to do with the 
growth of certain ideas according to their natural pos¬ 
sibilities for development and growth. The teaching really 
started getting in the way of that, and so I came to a 
simple conclusion; I’ve been broke most of my life so I 
might as well be broke the rest of it doing what I want to 
do . 
In terms of my activities for a year, it’s taken a year 
just to let all traces of academicism seep out of my pores, 
let’s say. At least that first year, I had actually just 
let my mind roam free. A lot of times I would do nothing, I 
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had‘gotten "Tdo i°i\ -ali2e just how run-down I 
naa gotten I do a lot of reading, and I cover quite a 
ange. A lot of it is historical. I study scores I don't 
1h5te7’t° ™US1C that much* I don't like to listen’to it 
when I m thinking or planning to do some work. 
In terms of the general approach to music written by 
black Americans, for the most part, that is not a discipline 
that s recognized by the educational system at large. With 
very few exceptions I’d say the only place for one to get 
any real exposure to that literature is at black institu- 
ions of higher learning. I’m not convinced that it should 
be separated and isolated. I think it’s separated only be¬ 
cause of the social temper in this country. I think much of 
the music is at least on an equal level with anything that’s 
done by our white counterparts. Much of it I think is supe¬ 
rior to most that’s done by our white counterparts. 
If one is perceived as being a member of a group then 
the perception limits that person to what that group is per¬ 
ceived to be. In the case of racial connotations it’s a 
very limiting perception. The fact of being an American 
composer in the world view has placed the American composer 
at a disadvantage, especially in this country. This country 
does not regard its own composers in general as being of 
equal stature with European composers regardless of the 
^ ^ the matter. The fact that Milton Babbit was years 
ahead of many of the Europeans in terms of developing the 
concept of total serialism, has not meant too much in terms 
of Babbit’s own reputation. The name Stockhuausen is much 
more glamorous to people perhaps. The same thing could be 
said about the explorations of John Cage who is really light 
ahead of all the Europeans in those directions. Right 
now we take the black composer he’s still more compart¬ 
mentalized. Not only are we more compartmentalized, we have 
the added burden in this country of that perception that in 
some way, the black American has not pulled his fair share 
of the load, that in some way he’s inferior. The fact that 
we can still have debates on that kind of question today in¬ 
dicates just how far we’ve got to go. Blacks have been 
critical to every phase and in every historical development 
in this country, but there are people who still choose to 
deny this. 
So where does that leave the black composer in all of 
this. I think it leaves him in a very untenable situation. 
He is viewed as something different, and because of these 
attitudes that have created all of these larger problems, he 
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this ^ somehow not quite ready. Further, and I think 
this is even more pernicious, he's not even perceived He 
allY"0t Perceived. You hear comments and com¬ 
mentaries. You read articles and books about American 
rsinale black Vr read a mention in of these things of 
nv^r American composer. There’s a book I have 
, Sre so™eP lace, it’s a fairly recent book within the 
past year or two on American music. I think Duke Ellington 
is mentioned, maybe Louis Armstrong, but that’s about as far 
as l goes. I don t think that even William Grant Still is 
mentioned, let alone the likes of me or Ulysses Kay. 
I know that I am recognized as being one of the more 
prominent composers and I still can say that. It’s 
ridiculous that here I’m a man that has been around, is a 
recognized name for twenty-five years, who has been per¬ 
formed in many countries and many cities in this country, 
who has been involved with the publication of a lot of im¬ 
portant music, and has made decisions as an editor or as a 
consultant to various agencies including the National Endow¬ 
ment and currently The New York State Council of the Arts, 
American Music Center, American Composers Alliance, Com¬ 
posers Recordings Inc., and many of my white colleagues have 
never heard my work. A number of them react when they hear 
my name as if they knew who I was, that is when I meet 
people that I haven’t met before. Beyond that those who 
^"l<3ve performing organizations have hardly ever asked me for 
any of my work to perform it. Now that may be partly my 
fault because I don’t go out soliciting. If I am asked to 
specifically send some scores for a purpose here and there, 
I 11 do that. But for me to just go up and ask somebody to 
do my things, I guess maybe I have too much pride for that. 
I think that until this music is recognizable as being 
music independent of these other connotations, especially 
black connotation right now, that we will not be performed 
in forums where it will be heard enough to be recognized for 
what it is. The music itself carries its own qualities. 
Now there are some of us who write in such a way that it is 
clearly coming from a black ambience. Others of us write 
music that is less clearly that. Some of us write music 
that in no way can that inference be drawn. Now Ulysses 
belongs in that last category. I think in my own case, 
about the only ways that my formal music, I use that instead 
of serious, can be said to come from a black orientation is 
when it’s a setting of words and the words carry that. For 
me, all I’m interested in doing is digging out from my in¬ 
nards what I have to say. The fact that I have a particular 
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background, which now you’re Quite familiar •.. _ 
«iH have its own bearing on what th^l W 1 thlnk’ 
hope that it is part of the blood and the"tissue of the^ 
on"the surfacemof^trt^atrwoh!d ^ l* plastered 
thro9 hhat!t’P t* miQht be' It>S *0"»t*ingYweehaveltobgo 3 
isn’t done it'"won•fTe’do"^' ^ ‘f lt 
->t Oe hlard Thll “"tt"^ 
Again like I said, there’s no perception of it. 
as 
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NATALIE HINDERAS - Piano 
Natalie Hinderas was born in 19E7 in Dberlin, Ohio 
child° H WaS 3 C°nMrv*tory music teacher. Hinderas was a 
she J/e ah!5 h ^ ^ recital when 
with the r?ht’ian^ Played the R^hmaninoff Second Concerto 
with R fh m Womens Symphony at fifteen. She studied 
Bache^n ^ri5°n.at Oberlin Conservatory and received her 
ache lor of Music in Piano. Hinderas went on to study with 
lga Samaroff and then Edward Steuermann, and she made her 
Town Hall debut in 1954. She has won many Fellowships and 
wards, including the Julius Rosenwall, the John Hay Whit¬ 
ney, the Martha Baird Rockefeller, and the Leventritt 
Natalie Hinderas traveled and performed on a State Depart- 
^ei?. Tour in 1960’ and has also served on the board of the 
National Endowment for the Arts. She taught first at the 
Settlement Music School in Philadelphia and is currently a 
tenured professor at the College of Music, Temple Univer¬ 
sity. Her recording debut is the two record set, Natalie 
H_inderas_Plays Music by Black Composers < 1 971 ) 
PROFILE 
I loved music. It seems to me I can always remember 
loving music. I can remember sitting on the floor, and I 
must have been no more than one and just listening to mother 
play the Bach Chorale, Prelude and Fugue" and Brahms 
Rhapsodies" and other works. I very much responded to the 
harmonies and the melodies, everything, but the harmonies 
always meant a great deal to me. 
CMy mother] enrolled me with a ballet teacher when I 
was two—and—a-ha1f. I didn’t do very much, I pointed my 
toes and did various things. But I could sing. I think I 
was three when I did something, singing and playing. I al¬ 
ways could sing. When I was five, I won a big competition. 
I was the only child and all the rest were adults. Fifteen 
hundred people at the Palace Theater which was the big 
theater in Cleveland. And so I was on the stage there. 
Mother played for me, and I sat on the piano and I sang all 
these various songs and loved it. At the same time, I had 
heard her teaching her students and I would go to the piano 
and play what they would play, and I was taught the notes 
and etc. 
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When I was between five and six, she = 
P1*n° aKd She retired me completely from the stage^ She de 
cided she didn’t want me to go into that life T h h k 
asked to tour and to start to travel and she\.id no Ihe 
wanted me to grow up normally in Qberlin and just have the 
best training possible. The best training was at Berlin so 
th^aS rSallr 1UCky* Mother started me, and then I went to JlZ Pre^rat°ry d^ision of the Qberlin Conservatory when I 
. lg * I studied with a magnificent teacher, Ruth S. 
Morrison, until I was sixteen. 
when I WaS COn*iderJd a Prodigy. I played my first concert 
was eight. I also studied violin so on that concert 
I played violin, I sang, and I played the piano. I knew I 
was good at violin, but I never felt that I was going to be 
a really top violinist. But I always felt that I was going 
to be a good pianist. And singing was fine, but I really 
was only interested in the cute songs that I would sing and 
then I lost interest in that except singing for myself or 
for fun for people. I took my studies very seriously at the 
piano, and I tell you it was rough because I was tremendous¬ 
ly disciplined at Qberlin. I had to practice hard. Every¬ 
thing had to be perfect. It was absolutely the German tra¬ 
dition of teaching. Actually many of the faculty had gone 
to Germany, so I always called it "Little Germany" trans¬ 
ported to Qberlin. 
Mother would discuss things with them [the faculty]. I 
remember we had meetings at least once every month to dis¬ 
cuss my progress and where I would go. Everybody took an 
interest: the whole conservatory, the whole town. I heard 
all the great artists at Qberlin; just walk up town, and 
they were all on the Artists’ Series. It was a wonderful 
growing-up period. I would go to Cleveland. We had a home 
there, and my mother would take me to concerts there. She 
taught at the Settlement Music School there for quite a few 
years. She later went to the Cleveland Institute and 
taught, but she also taught privately. 
She’s a magnificent teacher. She always had extremely 
high standards. When we would listen to radio broadcasts, 
for instance, we would talk about them, the New York Phil¬ 
harmonic or others that would come through. I don’t think 
anybody could have had a better environment, being a 
musician, to grow up in. I played my first orchestral con¬ 
cert when I was twelve with the Cleveland Women’s Orchestra. 
I performed often with that orchestra which meant I started 
playing with an orchestra early and got the feel of it. I 
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would rehearse a great deal. I still love to rehearse It 
was a pretty good orchestra, and certainly good enough for 
the various concerts that they’d play in Cleveland and the 
hiohrsrh' ,And.then 1 darted college subjects when I „s in 
g school. I was fifteen when I came out of high school 
and eighteen when I finally graduated from Oberlin. 
- .. 1 WaS fifteen’ 1 P^yed the Rachmaninoff Second 
with the Cleveland Women’s Orchestra at Severence Hall. I 
can remember Rubinstein being there and the Cleveland or¬ 
chestra members telling him that I was very talented and, 
you know, would he meet me, and or course he said yes. So I 
was back stage, and I remember his playing the Rachmaninoff 
Second. When he’d come off between applause, he’d say, "Did 
you like it?" I’d say, "Oh yes, Mr. Rubinstein." He’d 
walk off and he’d come back, "Did you really like it?" "Oh 
yes, Mr. Rubinstein, it was beautiful." Every time. When 
he came backstage, Rubinstein sincerely said, "Isn’t this 
wonderful, this girl is going to play this same concerto." 
I was going to play two months later. Subsequently I would 
see Rubinstein from time to time, and he always remembered 
me. I wanted to study with him, but he was very busy 
travelling. He said he knew he could not groom me the way I 
should be groomed because he was on the road so much. But 
he was very nice. I played that concert and it was sold 
out. I had a lot of very good reviews out of Cleveland. 
When I graduated from Oberlin I had the largest gradu¬ 
ation concert in history, and that was very touching. You 
have to understand the town had also nurtured me. My 
teachers wanted to get the very large hall, Sitney Hall 
[Finney Chapel], but we had a very stubborn dean of the con¬ 
servatory and he said, "No, all the concerts have been held 
at Warner Hall." They said, "They won’t get everybody 
there." Well, he never got a seat when he came, he was so 
amazed, which was lovely. When I arrived, the people were 
standing and pounding. They went in and they filled up the 
hall; they were hanging from the rafters, they were all out 
in the corriders, and they were on the grounds outside. It 
was warm enough so they could put up the windows. 
Before I graduated I went to Samaroff, Olga Samaroff, 
to audition for her. I finally decided she was the one I 
would like. Samaroff had the best students it seemed, com¬ 
ing from all over the world. She was in New York at Jul- 
liard, and she was also at the Philadelphia Conservatory. I 
played for her, and she said she would take me as a student. 
Some teachers at Oberlin said, "You don’t need a degree, you 
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should go to New 
I mentioned that 
vice." She said 
your degree and 
with me." So I 
after getting my 
summer sessions 
ment there» and 
to h righ* awaV- 1 “as a junior then, and 
t°her* She said’ "That’s ridiculous ad- 
’ 1 WlU be here after next year. "You get 
then come. "I promise you you will study 
went back and I got my degree. Immediately 
diploma, I went to New York because she had 
at Julliard. So mother and I took an apart- 
it was really fascinating. 
Ss«,rn« t 3 na,ne that Samaroff gave me because 
Samaroff gave her students stage names. My name is Natalie, 
and my name was Henderson. I wanted to keep it close so she 
said for me to think of a name. I thought, "Well, I don’t 
want to get far away." It took us three minutes to devise 
this name. I said H-I-N, and she wrote it down, big let¬ 
ters, and I said D-A-R I think, and she wrote D-E-R, and I 
said E-S, and she wrote A-S. She looked and she said, 
HINDERAS, I like that, Natalie Hinderas, it has a lovely 
flow, that’s what it will be." Period. "And what are you 
playing today for me?" 
She had really excellent pupils. Every week we had a 
mus*ca^e a^ tier apartment and you never knew what famous 
person was going to be there. She would sit in the front 
and she would watch and she always was encouraging when we 
played well, of course, and if not she told us later. It 
was a great summer to start out. But she said I was too 
young, she felt, to live in New York because my mother 
wouldn’t be with me. Mother was busy teaching at home so 
that’s why I landed in Philadelphia. 
I came to Philadelphia and lived here and had to adjust 
to a big city. I had lived in Cleveland, but Philadelphia 
was just different for me for awhile. I made a lot of good 
friends. It was a very welcoming city to me socially so 
that was very nice. I studied with her and she was very en¬ 
couraging and wanted me to make my Town Hall debut. She 
wanted to do all kinds of things. She would look at me 
sometimes when I would play and she’d say, "I certainly hope 
your race isn’t going to stand in your way. She said, "I 
really hope that it won’t." She died, unfortunately, two 
years after I had been with her. I was completely lost. 
This was a woman who really took you over. She knew the 
stage. She knew everybody, every renowned orchestral con¬ 
ductor, every manager, and everybody was terrified of her. 
She was wonderful, but she was a woman who was very, very 
strong. 
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I received a letter from the Philadelphia Conservatory 
and they said that Edward Steuermann was going to take some 
students, and they were going to hold auditions for 
scholarships and would I audition. I really wasn’t in¬ 
terested, I didn’t know the name. I mentioned it to someone 
I dearly admired at Ober1 in, the ensemble teacher, Jack 
Frazier. He said, "My goodness, he’s one of the greatest 
musicians in the world." I said, "Really." He said, "If 
you could study with him, of course, and under scholarship?" 
I played for the scholarship and got it so I went to 
Steuermann. I suffered for a year because he was completely 
different from Samaroff. Samaroff taught us to be very in¬ 
dependent, to think creatively, to be on our own. And she, 
of course, didn’t demonstrate. Steuermann went to the other 
piano and he was constantly playing with his students. 
Steuermann’s pupils breathed as he did and played as he did. 
I instinctively felt that he really had something to say mu¬ 
sically, something different than I had had before. So I 
stayed with him, off and on, for five years. 
Then I began teaching. When I was ten, I had a few 
students. I had heard mother teach and watched her so I 
felt comfortable teaching. I had never really directed 
myself into teaching because performance was my major goal. 
I have to say today that I consider myself a performer first 
and a teacher second, although I think I’m a good teacher, 
but I would be absolutely miserable if I were not perform¬ 
ing. I think when you perform from the age of three or five 
before audiences it’s just a part of you. But I wanted to 
teach. I was in New York and I received a call that there 
would be a position for me at the Settlement Music School in 
Philadelphia. 
I went down, and I was simply going to talk to the 
director, Arthur Cohn. I found out that he had a class all 
made for me, made to order. He really wanted me to come in 
there. I said, "Alright, I’ll come down and I’ll commute." 
Then I began to reestablish my friends here, and it became 
too much to commute and I would stay here. That’s when I 
really began living in Philadelphia. I had gone to New York 
and lived several years, but I had already soured on New 
York because everbody I knew, even when they were success¬ 
ful , they were so cynical. I took a look at it and I 
thought, "Well, I’ll never make it here, living here, be¬ 
cause I’m surrounded by cynicism. "I want to get somewhere 
where I can look at New York, but I want to be near it. It 
was kind of nice to be in Philadelphia. I started teaching 
at Settlement Music School and I taught little kids. 
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aot bGln? cons idered for a big NBC contract which I 
got. It was a talent contract. This was 1954 and I was 
□wned^th"1 h137 aU thelr 04,0 5tations’ Operated and 
9o T h h S1X* NeW Y°rk WaS °f c°“rse the star place 
o I did radio. I did some things with Robert Merrill^nd 
arguente Piazza. I did something with the NBC Orchestra. 
I did a lot of interviews. It was really fun. It was very 
glamourous and it was a lot of fun. I did both [radio and 
elevision]. I did a lot of television because television 
was kind of a big thing; they were experimenting. I am so 
happy that I had that opportunity because those days will 
never come back, I don’t think. I went through that stage 
and was still trying to hang on to my teaching here. I was 
in and out of Philadelphia off and on. 
I was also concertizing, and I did play colleges in the 
South. I did a lot of community concerts. I toured all 
over. I did some black colleges in the South. I couldn’t 
play with the major orchestras. It was absolutely a closed 
field. Because I was a Leventritt winner, I had to play 
with the orchestras. They were kind of the second-tier or¬ 
chestras, but it gave me a lot of experience. 
That’s what I did: television, solo recitals, and or¬ 
chestral , so I was very busy. I was disgusted because I 
really wanted the top things and I didn’t feel that I was 
getting them. By that time I was married, and I really had 
to sit down and think. Was I going to have the guts to keep 
fighting this thing as a woman, and being black, and an 
American? I always say that’s another minority because if 
you’re European you’re accepted much better. I was the only 
person I can tell you who was ever considered to have a top 
career in my race during that period. All the managers told 
me that, all the people told me that. They said, "If any¬ 
body is going to get it, you will get it, you’re the only 
one around." Well, that wasn’t so great. It’s not so 
wonderful. I was completely singled out. I was absolutely 
visible, completely visible. 
In 1960, I went on a big State Department tour. It was 
six months, and it was very exciting. During those times, 
you traveled first-class and you had the best accommoda¬ 
tions, and everything was great. You worked very hard in 
these various places. I started out in Scandinavia and 
Sweden. I did some television film in the modern museum 
there. Then I hopped over to Yugoslavia. I spent weeks in 
these places, and then to Jordan, Iran, Singapore, Taiwan, I 
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»~r:.?E™’ 
starting tW^Y*^ *nvironment compel£?%«?t!cular 
Mid-East F Jugoslavia in 1960 and then going into the 
d East. Everything, the pacing, the attitudes, just 
everything was so different. 
said X,.T*me baCk !nd Had a Child in 1963’ Michelle, and then 
aid, I m going to get three years before I even think 
theUL?tT9 tCM tQ anythin<3*" BV that time I had gone from 
the Settiement Music School to the Philadelphia Conservatory 
Music to teach. Then I taught at the Philadelphia Musi¬ 
cal Academy, and had Michelle, and had a wonderful time I 
was really supposed to go on a huge tour when I found I was 
pregnant with her so I turned that down of course. In 1965 
I did go to Europe for them. I went to Yugoslavia again and 
Poland. I said I’d stay away five and a half weeks and that 
was hard because I was really enjoying motherhood. 
Andre Watts was studying here at the Settlement. He 
started at the Settlement and then he went to the Philadel¬ 
phia Musical Academy. I was friendly with the head of the 
Academy, in fact, I taught there. So Jahni said, "Why don’t 
you come to hear Andre." Andre was around twelve, and I 
knew that we had set up this competition, and I heard him. 
^ ca11®d the fe1 low who was going to co —produce and work on 
the competition with me, and I said, "Do we have an age 
limit?" And he said, "No." And I said, "Well, we’re not 
going to have one because this twelve — yeai—old is coming 
in." So Andre came in and, of course, won it. 
Andre was picked to do the Shostakovich, and Andre was 
extremely shy then, very shy. He came to the apartment, and 
I said, "Andre, I’m going off on this tour." This was the 
big State Department tour of six months. I said, "I have a 
couple of copies of the Shostakovich, I’ll give this to 
you." He stared at his shoes and was very embarrassed, and 
he went off and he played. That was in 1960. When I came 
back I was in the hall of the Musical Academy, and we had a 
big staircase, and I heard, "Hi, Miss Hinderas." Zoom! He 
was flying by. I said, "Is that Andre?" He had become much 
more open, you know, it was great. 
I watched his progress. I listened to him many times. 
They would ask me would I listen to him as he was learning 
various works. His mother would say, "Do you think he’ll 
make it," and I said, "I’m sure he will." He won the 
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Bernstein Competition and then everybody «as after him. We 
went out with him after he played a little concert here at 
frL N V ? MuSiCal AcademY> and everybody «as down 
from New York signing him up. I was really very happy for 
Andre because I felt that Andre might make that real break¬ 
through. Now I had by that time played with the Cleveland 
and the Detroit, having been with the Leventritt. But it 
didn’t sustain and it was very important to have somebody 
else out there of our race who could really get into that 
major league. He certainly deserved it and he’s done it. 
In the meantime, I had learned the Ginastera Piano Con¬ 
certo. I was invited by Qrmandy to play with the Philadel¬ 
phia Orchestra so I wrote to say that I had the Ginastera, 
would he be interested? He said that he admired Ginastera 
very much and that he would certainly like to do it. I 
ended up giving the first performance of this concerto with 
many fine orchestras: The New York Phi1harmonic, the Phila¬ 
delphia, the Detroit, San Fransisco, Atlanta, you name them, 
Dallas. It was a fantastic vehicle for me. It’s very dif- 
and, as I say, very brilliant. That opened a lot of 
doors, and I became re-engaged, and I was really on the cir¬ 
ca i t. 
I am very happy playing not just the major orchestras, 
but I love to play all these communities because I love the 
pride that people have in their orchestras and in their mu¬ 
sical community. Often I do master classes when I’m on 
tour. I’ll be in to play in the college or university and 
I’ll do master classes along with my performance, which is 
very nice. Many times I’ll get into the schools and see the 
children and talk about music. I’ve done that many times. 
If I’m rehearsing with an orchestra and I’m somewhere for 
five days, four days, it’s easy enough to work in. The 
teacher in me lets me know this is important. 
I talked about the Ginastera CPiano Concerto] opening 
doors. The other big opener was my record "Natalie Hinderas 
Plays Music of Black Composers." I began looking into the 
music, and I had friends who were black composers. I con¬ 
tacted them and I put together a couple of programs. I 
began speaking about the music. This was a mission. I 
thought about it a long time because I didn’t want people to 
think I was using it to build a career. The truth is I 
wasn’t sure I would be able to build a career after that be¬ 
cause I didn’t know how well it was going to be received. 
There might have been so much prejudice out there that 
people would have said, "We’re not really interested in 
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reactTon anYrre 1 jUSt didn>t know what their 
reaction was going to be. I felt that this was a very edu- 
cationai thing and that it was very important for people to 
caf^stc and h"6 bltCk composed classi- 
ofaved ? T rre extremelV comfortable with it. So I 
P ayed and lectured on their works and before I knew it I 
was contacted by Desto Records. The record came out and it 
as e first of its kind. It went into most of the librar- 
of%he hinh colle9es universities, and even some OT the high schools used it. 
In Philadelphia there’s no doubt that I advocated for 
them to integrate the orchestra. I was so angry about this 
whole symphonic situation, watching all these young people 
who didn’t have a chance. That became a real cause of mine 
We would go to these dinner parties and I would say, "Isn’t 
it a shame that there isn’t a black in the Philadelphia Or¬ 
chestra." And the person would say, "Oh, I never thought 
about that. "Really?" I’d say, "Yes, there isn’t." Well, 
if you had heard some of the things that I was advised to 
do, and that people would say they would do. I knew that 
that would be simply incendiary, that you wouldn’t do that 
kind of tactic. It was very aggressive. These were all 
whites who would say this. I said, "No, I think it has to 
be done by persuasion." I was very pleased that Ormandy 
auditioned and took in two people. He took in a violinist 
and a violist. I know when I played with Ormandy I said 
something, I don’t know, it was kind of a joke about his 
black musicians. He said, "Well, I wasn’t going to mention 
that, but since you have." He was okay about it. I said, 
"Look, it really is time to integrate the orchestras." 
I think CSamaroff] was right to be concerned. I was 
certainly held back a number of years from the major plat¬ 
forms because of race, period. There is no doubt about it. 
I was cancelled at one or two dates when they discovered 
what race I was. People just simply weren’t interested. I 
don’t know who wasn’t interested. Certainly the audiences 
didn’t care for the most part, or for any part. I’ve never 
felt any problem with an audience once you’re there on the 
stage. Then of course I had to fight the whole battle of 
being a woman, too. At Columbia [CBS] I know they said, "If 
you think the racial thing is hard, it’s as bad or worse 
being a woman." Everybody had these quotas. You look at 
the roster and if they’ve had a woman there you say, "Oh, I 
guess I can’t get on, they’ve had their quota, they had 
one." Now I think that’s broken down considerably. A lot 
of women are not sure about that. When you think about it, 
there aren’t women really playing a lot of concerts. 
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I’ve been at Temple [University! I guess eighteen, 
mneteen years. Te tell the truth, I didn’t think Temple 
sftv* ?m?'t/epU!aJi°r- But 1 thou9ht, "Wei 1 , it’s univer- 
.ty’ ] 11 try xt* Somebody said, "You’ll never stay in 
it, it s not your personality." I said, "I don’t know." So 
i s amazing I have. But the reason I have, I know what 
hey say, I don’t like being tremendously academic so I 
don’t sit on committees that much. I am on the disciplinary 
committee; the president put me on. They know what I have 
to do. Anybody who is a concert pianist, and you have a 
name, you’re carrying the name of Temple with you which is 
supposed to be very helpful. Now there are places which 
would not go along with this but I wouldn’t teach at those 
places. I just wouldn’t teach, that’s all. 
I was always above board. Listen, I always did this no 
matter where I went. I wouldn’t take a job teaching, and 
that was the same at Settlement Music School. I always 
said, "Look, you have to understand that playing is my love. 
I like to teach and I’m good at it, but nothing can intei— 
fere with the playing." And that’s true, I feel that today. 
And I’ve been able to manage them. 
I teach piano, period. I did teach at Temple the Key¬ 
board Literature course for maybe three years. It became 
very difficult because in traveling it’s hard to get a sub¬ 
stitute. With my studio I can change lessons and I can be 
away a couple of weeks and come back and make them up. I 
have individual students. I’ve always had individual stu¬ 
dents. No classes. The only class was the Keyboard Litera¬ 
ture course, and I loved that. I learned a lot myself. No¬ 
body asks me Cto teach any other courses! because they know 
where my interest is. See, there’s no way I can play and do 
that. Temple has been wonderful and they have always en¬ 
couraged me, from the president down. As long as I run my 
studio that’s fine. Nobody ever looks over my shoulder. I 
don’t have to report and say I’m leaving at this time. As 
long as my students know, they’re okay. I work it out with 
my students, but I have good students. 
I do work with advanced students. Even when they are 
undergrads, they have had a lot of training. They’re 
definitely playing advanced material. I work with techni¬ 
que. I give them what I call calisthenics which is either 
Dohnanyi or Philippe, the types of exercises where I train 
the fingers slowly, carefully. But at the same time I give 
them what I call facility exercises and that can be Kramer 
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or Musskovski, Chopin Etudes, even going into the Rach¬ 
maninoff Etudes and Debussy Etudes. Sometimes I use Chopin 
reludes for that reason. Once you have the finger strength 
and learn to control the fingers, then you have to know how 
use the fingers within a group situation where they’re 
part of a line. I work for a relaxed sound. I don’t like 
pounding unless you’re supposed to pound; it depends on the 
piece with contemporary music. Other than that I like a 
relaxed approach so that one gets a sonorous sound, a big 
sound. I teach them how to direct their weight from the 
spine and it just comes right up through and into the fin¬ 
gers with just a completely relaxed arm. They learn to play 
relaxed even though there is hopefully a tremendous in¬ 
tensity in the playing. And we work color because I’m a 
colorist essentially. And dynamics. I go back to somewhat 
the way Samaroff taught in that I like for them to come up 
with ideas. I demonstrate for my students. In my studio I 
have two pianos. I’ll play. 
Some teachers are academic. They play things that 
other people taught them to play, and they play within that 
range. Then you get a very creative mind who’s a teacher 
who’s just fabulous because they approach the music on an¬ 
other dimension, and they are secure enough so that they can 
do that. So that’s the way I teach them. I think they come 
out really sounding not as much academic but really as 
musicians, that’s the main thing. It’s important that one 
doesn’t teach a tremendous amount because it’s very drain¬ 
ing. I think you have to know the cut-off point of how many 
people one is working with. 
I have been allowed to live a kind of musical lifestyle 
that’s really suited me. I’ve never liked to barnstorm so 
I’m not one who wants a hundred-and-fifty concerts a year. 
I do like a good number. I play every month, I’m playing, 
I’m traveling doing something. I do a lot of interesting 
things like the Marga Richter, the "Landscapes of the Mind.” 
I’m playing that in Atlanta. I was hired to go on the At¬ 
lanta Symphony series, and I’ve been there at least five 
times or more. And I’m saying this because -sometimes you 
can get a concert the first time with an orchestra, it’s 
whether you get the repeat engagements that count. 
Unless I am completely uninformed, I am the only full¬ 
time, black teacher in the College of Music. Now, I forget 
how many teachers we have, but we have quite a few because 
we have over six hundred students. We have several part- 
time. I started full-time there. I became a tenured 
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professor several years ago. My advancement was quite raoid 
and I never thought much about it. I started as'an as- ? 
sistant, then I became an associate, and then I became a 
nth SK<?r\te?wred lmmediately • When I went in they had two 
other biacks there. They had two wonderful people in Music 
Education, but they got other positions: one went to North¬ 
western and the other went to the University of Michigan 
I m a little concerned because I feel that we should have a 
better record there. I don’t think it’s by design, I think 
it s more just really not thinking about it. 
The women problem, that’s a big problem, but it’s not 
as severe as the black problem. I am sure that we are 
regressing and that we’d better be very careful. I’m sure 
the present administration with its type of philosophy has a 
lot to do with it. It’s really a major concern because the 
only reason really that most of the universities hired and 
integrated their faculty and recruited black students was 
because of affirmative action." That was the only reason. 
They did a little bit before, but they weren’t as conscious 
of it. Affirmative action encouraged really truly demo¬ 
cratic thinking. It forced it, but if I’m nice about it, 
I’ll say it encouraged it. People said, "Well, we have to 
do this so we’ll do it? we have to get money." 
The administration is trying to roll back the time, and 
they’re trying to just completely annihilate all of the 
thinking and the reasoning behind it: saying that we have 
come a long way, but we really haven’t. I am not sure that 
we have. I think if we take away "affirmative action" we’re 
going to see this kind of retrenchment, and that people will 
begin saying, "Well, we really don’t have to have any 
blacks, because we’ll get the money anyway." Sometimes it 
won’t be overt racism, but it simply means that they really 
will hire that other person instead of the black. We have 
not really arrived yet in this country; we’re kind of on our 
way. And with women it’s the same way. I am convinced that 
we will suffer tremendously when we don’t have the affirma¬ 
tive action plan. 
I don’t think we’ve lived a long enough time with sin¬ 
cere integration. Times are getting tough and they may get 
tougher and when that happens you’re pitting workman against 
workman. It’s even more than just racial. It’s "I’ve got 
to have a job." "Do I have to fight that person for this 




. ,h 1 ref‘ly,came UP “ith that work ethic from my orand- 
oet and l?*tllled that in us. You work for what you 
get, and you always evaluate whether you really have done 
your best and whether you have worked for it before you co 
that and°th “mplal"t and some excuse. She never allowed 
at, and that was also the philosophy at the college at 
eriin. I can never buy this other idea. There are thinas 
that make life difficult, but I do think that you have to 
put forth everything, and then you sit down and you think, 
Well, maybe it really is race." We know that it can be or 
maybe it is a sexist kind of thing, or maybe it is a cl, 
si tuat ion or whatever else mil’,*" = '*'“'- - — - ;_j 
-3 ' w. "'u uc a u 
itates against peopli 
. ass 
Religion is very important to me. I love the church 
and I love the spiritual feeling, a feeling I identify with 
God and with people. The sense of loving people and trying 
to understand them is very real and very important. I try 
to feel this when I walk out onto a stage. This is the one 
thing I pray for before I walk out on stage — that I can 
reach through the love of the music transferring to them, 
making it an experience for them and for me as well. If I 
can get that then I feel really good about it. I think you 
lose a lot of the other trappings of being on the stage when 
you have that for yourself. It makes it a little easier. 
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FREDERICK TILLIS - composer , saxophone 
Frederick Tillis was born in 1930 in Galveston, Texas 
h!LStarf -°n bu<3le’ to trumpet at age twelve, and 
began playing saxophone shortly thereafter. Tillis H 
Wiley College in Marshall, Texls (B.A., Uni¬ 
versity of Iowa (M.A., 1952; Ph.D., 1963). While in the 
Service, he directed the 356th Air Force Band. Fred Tillis 
has taught at Wiley College, Grambling College in Louisiana 
and Kentucky St^te University. He came to the University of 
assachusetts in 1970, where he is now a tenured Professor 
of Music and Director of the Fine Arts Center. His composi¬ 
tions include "Freedom11 (I960), "Ring Shout Concerto" 
(1973), "Spiritual Cycle" (1970), and "Metamorphosis on a 
Scheme by J.S. Bach" (1972). 
PROFILE 
I was born in Galveston, Texas. I was told that I en¬ 
joyed music pretty early as a youngster. I remember my 
mother singing in the church choir and she also played 
piano. She tried to get me started playing piano maybe at 
around six or seven. I rebelled very, very strongly. It 
was considered, in the culture I came from, not quite right 
for a male to be sitting at the piano. I don’t know where I 
got that at such an early age. So I said no, I rebelled. 
Later on, somewhere in elementary school, I got a bugle and 
played in the drum and bugle corps. About eleven years old 
I started playing the trumpet. I worked hard for about 
three months. In three months I was strongly encouraged by 
my band director, and I was able to make the band. That 
kind of encouragement probably led to me being a musician. 
And I think by then I had heard a lot of jazz. Louis Arm¬ 
strong was an idol of mine and so it came natural to work 
towards that kind of a goal. 
Music was always around the house. As I say, my mother 
sang to me when I was a youngster. We were a poor family 
certainly. I wouldn’t consider myself having come from the 
middle-class unless it was a lower middle-class family be¬ 
cause we were laborers. Nobody in my family had a college 
education. They managed to buy a Victrola, as they were 
called in those days, and they played records. They played 
what probably would be termed now as race records. They 
played music of black people, and I listened to that. What 
you hear, things that you grow up with, you become ac¬ 
climated to. So this is how I heard it. 
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aftprM)f ban^ ^irector was responsible for encouraging me 
ing the ^ Ls°out! TnH / ^ ^ dUr' 
thePh mdnthS that 1 practiced and developed enoug^t^get'° i n 
waJ * “hen school opened in September. The band director 
k Hth SCience teacher. In those days I don’t think 
they had, at least not in that school, a teacher who taught 
clusively music. But he was a devoted musician. He was a 
saxophone player, by the way, but he also played the 
trumpet. He dabbled in a variety of instruments. He would 
demonstrate on whatever instrument he taught as an individu¬ 
al teacher: something completely unheard of in terms of the 
conservatory training that this society says must be. He 
demonstrated on all the instruments that he taught. So this 
is how I got acquainted with music. 
By the time I was twelve years old, World War II was in 
pretty good force. Most of the practicing musicians at the 
time were pulled into the military service. It was 
fortunate for me because I got an opportunity to play with 
musicians much my senior who were too old to go into the 
military service. My next level of studies; it really came 
from playing with older musicians or musicians who for one 
reason or the other did not pass the draft. I got a great 
opportunity to play at age twelve at a servicemen’s club 
seven days a week, from seven 'till twelve at night. 
I continued to practice because it was like an obses¬ 
sion. The neighbors may say something, but my parents stuck 
with me and said, "That’s what he does." My goals were to 
be like my models. It started off with, as I said, Louis 
Armstrong. At the same time there was a trumpet player by 
the name of Harry James who used to play "The Flight of the 
Bumblebee," and it was fantastic. I went out and bought a 
"Flight of the Bumblebee" and learned to play that. I had 
great agility on the trumpet by playing things like that. I 
played the whole range. I used for models Rex Stewart, who 
played things with Duke Ellington, and Cootie Williams, 
"Concerto for Cootie." I played all those pieces. Then I 
studied pieces sometimes, French literature and so forth be¬ 
cause again this band director would encourage you to play 
other music in a solo context. My main driving force of 
course and interest was jazz. My objective at about the age 
of twelve or so was to play well enough to play with one of 
three bands: Duke Ellington, Jimmy Lunceford or Count Basie. 
At twelve I knew where I wanted to go. Practice was no 
drudgery. I was encouraged. I was doing well. 
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. 1?t+.tr,1S SamS time’ this band director suggested that I 
ft K VP the 5ax°Phone- 0f ^urse I didn't quesfon 
it because he pointed out Benny Carter who played saxophone 
and trumpet very well. So I picked up the saxophone ft 
probably worked against my trumpet embouchure for somewhere 
between three and six months. I was eventually able to play 
just as high on trumpet as I did before I started takinq 
saxophone. Then I had two instruments under my finqers. 
And I was called for jobs, or gigs, on either one of the two 
instruments. I think around 1945 I was just playing them 
both, and had my own band. I got consent from my parents 
because again they encouraged me. They thought I was so 
concerned and cared so much about music they did nothing to 
prohibit my growth on that. If it meant staying up that 
late because of the love of music, he stays up that late, he 
comes home, he goes to bed. 
I think maybe about thirteen or fourteen this same band 
director got me to go up and do an audition with Benny 
Carter. I was scared to death. I just sat in, just played 
a piece, and that’s the way they did it. I played on one of 
the charts, and then I was allowed to solo. This is one of 
the things that my folks did put a damper on. They said, 
"You’re not likely going on the road at thirteen or fourteen 
with Benny Carter, or anybody else." That was probably 
wise. I hadn’t finished school and there were a lot of fac¬ 
tors here. This was at a time when the habits of musicians 
were known not to be necessarily the most wholesome, and 
they were concerned about that. I was exposed to that at 
twelve and I knew what that was about. Once you go out that 
early, you know what’s going on. 
All the big bands used to come to our city auditorium 
when they could come south. I saw all the bands: Lunceford, 
Jay McShann, Erskine Hawkins, Cab Calloway, Dizzy, all those 
guys. It was during that time, maybe at around thirteen, 
that Benny Carter with his band was in town. Great experi¬ 
ence to see all these musicians playing live. And it was 
inspirational actually. It had to be part of the driving 
force which just kept me constantly working to be a good 
musician. 
Somewhere between thirteen and fifteen, we played at 
this servicemen’s club. I think we were paid two dollars a 
night and then the kitty; this was a little box that was 
sitting up on the bandstand, and people would put in money 
from a dime to a dollar. It depended on what their mood was 
21 1 
?heWkr«vrnftey into><icatdd °r generous or whatever 
me kitty often was more than the srf,.ai „, TL . Lever • 
open0^5:;^™^^ ZlyS nTppT^ °LTftTt“t"« ’ 
band? " ^ 1 thl"“ 1 «»•”«=? as °thV 
in Telai The h rt whe[!,eVeryth 1 n9 was segregated by law 
teoratid'rl ^ r “5 a black band • The club was an in- 
! J=lub, of course, in terms of the servicemen and the 
clientele. There was an army base off on the mainland, and 
it was a common practice in those days that the musicians in 
the service would come and sit in with us. That was the 
only integration that we had. We enjoyed it. They came be¬ 
cause we were musicians: it wasn’t about race at all, it was 
about music even then. 
The school situation was absolutely segregated. I went 
to Central High School which was the black school, one of 
the oldest schools in Texas. Somehow or another, Galveston 
Texas, because it was an island and a seaport town, had a 
certain amount of political sophistication, which allowed 
for certain kinds of things to happen. It may have been one 
of the first towns to have a black person working in the 
post office. A black or two on the police force, okay. 
There was Ball High which was the white high school and Cen¬ 
tral High was the black high school so you had a pattern of 
segregation in schools and integrated or quilt-work kind of 
neighborhoods. 
The fact was that the system was so oppressive that you 
knew the weight. This is at a time when the Ku Klux Klan 
were still lynching people. So, why wasn’t there friction; 
simply because the heavy hand of oppression was there you 
had probably not too much of an opportunity to do it. There 
were no blacks who worked in banks or any respectable 
profession like that. There were no blacks who worked in 
stores downtown, that is clothing stores, shoe stores and so 
forth. They had both white and black customers. There were 
two drinking fountains: one for colored and one for white, 
so it was a completely segregated system. And it was legal. 
So to try to break that was an illegality. It might have 
appeared that things were calm enough, but I think they were 
certainly oppressive. You didn’t feel it because you grew 
up in it. 
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These were black bands that were traveliinn m 
Now on those occasions ,inr= tu travelling down there. 
::“sck «*"• w« r:Lureser^rolof%bhricauy 
auditorium reserved for whites. It reversed itself hi k 
thlt b nter^5^ing. That same auditorium had certain events^ 
that barred blacks exclusively from going or maybe they had 
ha H Section» verY small. When it came to the big 
bands that came through, Lunceford, Ellington, Jay McShann! 
there were always whites interested in the music and that’s 
;r^:arbieb™ewasgreat^^n, but the dance floor, that big auditorium floor, was only 
th CkS‘ ,Th® 'whltes were dancing up there in the balconies. 
They couldn t stop dancing, you know. So that was 
segregated too. It was never completely segregated. I 
think that blacks, having been in the underdog fashion, 
never felt completely obliged to shut people completely out. 
You look back upon it as an oppressive system, but I also 
figure that a certain kind of strength is gained by swim¬ 
ming, as they say, upstream. It makes you sensitive to lots 
of things. 
I went to college in the spring of 1946: Wiley College, 
in Marshall Texas. This is a very small, church-related in¬ 
stitution. On the recommendation of my first band director, 
I had a music scholarship the whole time I was at Wiley Col¬ 
lege. I went there playing trumpet and saxophone. I 
learned a great deal in that environment with two-and-a-ha1f 
music people, which I think still colors my attitude. The 
notion in our modern conservatories and universities that it 
takes a hundred faculty members to make a good musician is 
something that is not acceptable to me. I survived and I’m 
competitive with them, and I came from a very, very dif¬ 
ferent situation. 
It was not long that the head of the department recog¬ 
nized that I could be utilized to take some of the pressure 
off of him. First it was section rehearsals. Then I was 
the leader of the jazz ensemble. It was a good experience 
for me. I took them as challenges. I had the ability to 
assume the director of his jazz ensemble because of the out¬ 
standing musical ability that I had. This is the way that 
went. That was the next important aspect of my musical and 
I guess general development, in college, in the teen years. 
I was fortunate in all these things to have had those expe¬ 
riences. I took a Bachelor of Arts Degree with a major in 
music and enough education courses for certification. 
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I iearnefj as much in college from my peers as I din 
from th. professors. Ule used to listen L aU kfnds of 
usic. Ue used to listen to Arnold Schoenberg; unheard of 
none of our teachers were i nterec^n 9’ unheard of, 
Schoenberg’s "Pierrot lunaire " anH ■ +- 1S‘. So we bou9ht 
. , . * r-i«rrox: iunaire, and it was weird we thounhf 
*t‘red ?V!:\dUg int° and •»«*" to assinila^e’ it. I think we latched on to Igor Stravinsky. We were com- 
ing at from our cultural point of view. It just so hap- 
sJmfdthha d^lvln<3 motor rhythms that he did was the 
same thing that I was doing all the time in jazz. So I Qot 
into classical music starting with the twentieth century, 
and worked backwards to Romantic, then to Classical, and 
hen back to Bach. I give teachers a certain amount of 
Certainly the environment and peers can help —at 
least that was my case. This is how I got into European 
music. I didn’t go to college interested in Bach. No way. 
I went to college because it was the next thing to do. 
I was advised that I should get the education require¬ 
ments for certification because I may teach. I hadn’t 
thought of it one way or the other. My driving force was 
not to teach, of course. I was thinking about playing with 
one of those bands I talked about. So it was performer- 
oriented. In college, the European tradition became 
stronger, and I decided to study piano. 
Then I became interested in writing. I started writing 
contrapuntal textures. The variation form of course is one 
that I find very interesting and that I’ve returned to on 
many, many occasions. It’s still a part of many of the 
works that I do. It stems probably from jazz because that’s 
what jazz frequently is: a variation kind of form. I picked 
that up in Bach. This is where I became a little diverted 
from just performance and into writing, not by force, but by 
curiosity and interest and a deepening of the understandi ng 
of music and the different aspects of it, the different cul¬ 
tures that it reflected. 
It ends up that in 1949, the head of the department 
gets into difficulty and decides to move to 'another institu¬ 
tion. So they make me the fellow in charge of instrumental 
music. Then I got to be the one who taught all the theory 
courses and so forth. My wife, mind you, I met her back 
there at college, and she was one of those music majors. 
Can you imagine me teaching my own wife in a class. It was 
one of the most grueling experiences she said she ever had. 
I was so conscious of not bending over and skewing things in 
her favor until I think I did her a disservice. At any rate 
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it worked out. By this time then, I served as an anting h 
l950mey>mhtad\ar°Und 195°- 1 graduated in ,949. Th s' iV~ 1^50, I m twenty years old doing that. 
• In 19^ 1 decided to go to graduate school. I majored 
in composition. It forced me to master the European t^adi- 
tton because it’s the only way you’re going to get a degree 
By this time I’m at one of these major universities, The 
niversity of Iowa. I submerged into that and my studying 
of the piano. The Bach part of what you had to do in get¬ 
ting a master’s degree was to take a course in eighteenth- 
century counterpoint and write in the style of Bach. Fine, 
I enjoyed it. It made not for difficulties so I did well. 
I graduated after one year there with a master’s and a major 
in composition. 
It was then while I was at school that the Korean War 
came up. The draft was on my case, but I got an exemption 
while studying because I was in school. As soon as I gradu¬ 
ated in 1952, they were back. I decided that I did not want 
to go into the Army because of the segregation in its his¬ 
tory and its past. The Navy was much worse than the Army, 
incidentally, and the Marines, it was unheard of; they 
didn’t even accept blacks. I said, "The Air Force is the 
newest branch." They said, "Well you can’t get in the Air 
Force unless you volunteer and that means four years." I 
said, "Well I’d rather have a certain kind of accesslbi1ity 
and not have to deal with it." At the University of Iowa 
was the first time I had been in a non—segregated society. 
All the other times it was segregated. I said, "Well, I 
don t want to go back into that, you know, if I can help 
it." 
I volunteered for the Air Force. I went to flight 
training school at Lackland Air Force Base back in Texas and 
went to musicians school. I ran into some good musicians. 
I started writing some dance band arrangements and playing 
in the Air Force band. The Korean War ended and the warrant 
officer had an opportunity to get out early. He didn’t 
enjoy the military. I was, with credentials, the most high¬ 
ly qualified person in the Air Force on that band, and I was 
named band director of the 509th Air Force Band when he 
left. I think it paid off, my going into a younger service 
with less segregation as a rule. It gave me an opportunity 
to assume that position, based on a combination of creden¬ 
tials and experience. 
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As much as I enjoyed the military, I had fcn 
da decision then. If I had become 1’,^^ f r V"' 
the musfcal°chlrr UP ‘° “ deCBnt llvi"<” but 1 tA.l 
e musical challenge was wanting. I decided to come back 
out and teach at college level. After leaving the service I 
came back to my alma mater again, Wiley, around 1956, and 
taught. I taught for about three years there, and Id 
to o!; ^C: 1 had1the G-!- Bil1’ that it was probably time 
to get the terminal degree, the PhD. By this time my in¬ 
terest is in college teaching and writing music. If I’m 
going to be a composer, I’ve got to teach to eat, to live. 
It I want to be able to command a certain amount of 
security, I need the terminal degree. 
In 1961 ’ 1 went ba<=k to the University of Iowa for two 
years and picked up the Ph.D. in composition. Then I came 
back to Wiley College. I was obliged to go back and give 
service to where I had taught. I really wanted to do it be¬ 
cause they gave me a stipend while I was working on my Ph.D. 
It was kind of a nurturing situation Cat Wiley Col¬ 
lege]. There is a sort of dichotomy in our society. That 
would not have happened if it were not a black college. 
It s only in the late sixties and early seventies that pre¬ 
dominantly white universities recruited black professors. 
This is a recent development in the history of this country. 
I think it’s progress in one way, but the other side of that 
is that you can be nurtured in your own culture, and that 
wouldn’t have been possible in a predominantly white cul¬ 
ture. It turned out fine. I grew up there and I was 
promising: one of their favorite sons. 
I left there and went to Grambling [College]. This is 
a predominantly black school. I taught there three years. 
Grambling is an all-black town incidentally, and an all or 
predominantly black institution. I enjoyed the teaching 
there for the three years that I worked there. I didn’t 
like the political climate in Louisiana. I went to a 
dentist one day because I had a toothache or something had 
gotten lodged between my teeth. I went into the wrong door 
and the woman came out and said, "What are you doing in 
here?" I said, "I have a toothache." She said, "This is 
for white, not for colored." I said, "At this day and age." 
And I saw a young man standing up in the door who was the 
dentist. I didn’t have to go back out and come in again. 
But he said, "Well that’s the way the system is." It hit me 
hard in my stomach. So I told my wife, "I cannot stay 
here." It’s sad in a way because there was so much. If I 
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backside ‘is'^that Tfl ^ ^ **“- 
of“values? SUffered to° much internally Vown^in.e 
at Kentucky^statp ^ 35 ‘a® he3d °f thB dePartment of music 
t Kentucky State University around 1967. I was recruited 
to be the head of the department. Kentucky is a border 
state, you ve got the Mason-Dixon line. So you’ve got the 
reflected5 He5andiY°U’Ve 9Qt ^ southern states, and it’s 
reflected Having lived in different regions of the coun- 
try, 1 ve felt and sensed and observed how these things ac¬ 
tually behave in terms of social patterns. I would say that 
£hen I went to Kentucky State University, it was integrated. 
Historicaliy it was predominantly black. It was Kentucky 
State College and had had only blacks for a long time. By 
ls tlme’ 1967, it was an integrated school; it had maybe 
thirty or thirty-five percent white enrollment. 
They had just completed a new music building with a 
concert hall or auditorium in it. Excellent facilities. I 
went there and I enjoyed that. The music department had 
mostly black students, but some white students. The faculty 
was all-black. I integrated the faculty there. There was 
about seven people so I just started integrating the faculty 
which was an appropriate thing to do. I thought they were 
qualified for it and I thought the mix was good, and was a 
good kind of thing to do in that context. 
In the meantime, I’m getting calls. The pressure’s 
coming on, and this society is beginning to say, "Hey, you 
know we really don’t have any minorities here at our in¬ 
stitutions." So I get a call, "Would you be interested in 
coming to the University of Massachusetts?" I said, "I 
don’t know. Maybe." I didn’t stay in the military because 
there wasn’t sufficient musical challenge for me. I began 
to sense the same thing at Kentucky State. Then another 
thing came into play. I wasn’t getting published and I 
thought, "How can I get published; maybe if I get closer to 
New York, I can peddle and do something." I started weigh¬ 
ing these things together and made the decision to come to 
the University of Massachusetts. I had to submit a port¬ 
folio of my compositions so that the faculty could scruti¬ 
nize them. I then had to go through the interview process. 
Since I was the first black that they were dealing with, 
that was interesting. That came to be. I came here in 
1970. 
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It was also a period when the university k^h = i i 
about "pooled positions" for minorities Ibis fs lt\ tk 
context of the deaths of these people CKinn * the 
the country being ready for this, and affirmat^^0^0^ A 
certain amount of money was set aside in ^ nnni +• ’ 
minority faculty members: blacks, hispanics, or wha^hlv^ 
laid »Ifathat°f t!?aJ’.departments in their drive to grow 
said, If that s what it takes to grow, we’ll grow." I’m 
saying the incentive was not altogether altruistic or just 
wholemU5ra basis. It was really with the support of our 
whole national government, and affirmative action, and par¬ 
ticularly this university at that time and other univer- 
sities who set aside so-called "pool positions." This was 
at about the time, the early seventies, when up popped some 
minorities, particularly blacks, at the University of Massa- 
c usetts. They weren’t here before that, and they’re not 
coming now. 
I put together the notion of being able to realize more 
growth professiona11y and access to New York; those were the 
things that turned me to say yes. I’m glad I came, of 
The institution did grow. I guess I’ve never 
stayed anywhere for this long. I came as a result of that 
and being able to understand the system and to be able to 
have sufficient challenge and growth for what I want to do 
musically. I was brought to the university to teach theory 
and composition. I think my first teaching assignment was 
probably one or two theory courses and a course in 
twentieth-century music literature. 
When I was brought here in 1970, the department head 
mentioned—just parenthetically along the way of 
interviewing about the students in the department of music 
giving him and the department some grief because they wanted 
to play jazz. He didn’t know that I had a background in 
this. He knew me as a composer in the European tradition. 
So he said he was going to see if he could find some faculty 
member sympathetic to it to be their sponsor. So I told 
him, "You know, I have a background in jazz." He said, "You 
do?" I said, "Yes. "But I think it’s a more important 
music — it deserves more than having a faculty sponsor." I 
said, "It ought to be taught for credit like any other 
course here." I said, "I will suggest three courses that 
should be put in the curriculum for credit like any other 
music courses. "One would be the University Jazz Workshop." 
So that was one of the courses for one credit like any other 
ensemble, and I was the director. Then I said, "A course in 
Afro-American Music and Musicians." That’s the course I 
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teach to this day: a course I’ve never stopped teachino 
since I ve been here. And then I said, "A iazz h,^n 9 
course. "You should start with those three'" He bought it. 
_ that was ProbablV one of the best thinqs that 
. U . 3Ve aPPened to the music department, whether they 
a^ultural instit^t^ ** business about a" institution, 
If institution, an educational institution, that 
holds it s own culture in disdain? I think it’s a disgrace 
for any music conservatory or university not to have jazz as 
3 PtXl ° ltS curricul“"> whether it’s a major or not. It 
ought to be a major. My idea of a well-educated American 
musician is one who probably will at least be conversant 
wi h the European tradition, and some understanding of the 
American classical music. More and more that is becoming a 
fact. At the University Of Massachusetts it took seven 
years to get a major in Afro-American Music and Jazz as we 
call it, and there were diehards who voted against it then. 
I think it offers something that ought to be available to 
students who come to the university. There’s no question 
about it in my mind. 
I came in 1970. I think Max [Roach], Archie CShepp], 
Nelson Stevens, about five of them came in, it was either 
'71 or '72, about a year after I was here. It was all under 
the same kind of initiative of the "pool position" theory; 
that wouldn’t have happened without that. They certainly 
weren’t recruited by respective departments that would have 
done it. In fact, they came into the Afro-American Studies 
Department, I believe, with affiliations with the other de¬ 
partments . 
My opinion of it is that it was healthy for the Univer¬ 
sity to bring this in because it’s cultural diversity. The 
person primarily responsible for those five people coming in 
was a fellow named Acklyn Lynch. He was a professor in the 
Afro-American Studies Department who was very strong, very 
skillful politically, and who managed to get that cluster of 
people in the arts on campus. I of course concurred with it 
when opinions were asked, "Was this a good idea?" 
"Certainly I think it’s a good idea," but I can’t take 
credit for doing it. At that time I don’t think I had the 
forum or even the political skill to pull something off of 
that magnitude. 
These were people who had all had some kind of estab¬ 
lished name and reputation, but in all candor, I wouldn’t 
know that the Music Department people would have known them. 
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cuity memhers who do not do a lot of concertizing and 
t of international touring still do not feel particularly 
graceful towards other faculty members who seemingly spend 
too much time doing that rather than teaching. And that’s 
not peculiar to the University of Massachusetts. The lame 
hing happens at conservatories of high national and inter¬ 
national recognition. er 
in thArnUnd 19?! °r 1976 1 9Qt involved «ith administration 
the University. I never kept my eye off the ball. I can 
say I have always been committed to music and now I’m com¬ 
mitted to the arts. When I got into administration—this 
was as an Associate Provost—I went up more or less as a 
generalist. Perhaps one of the first things that I did that 
was a particular interest to me was to try to get estab¬ 
lished a program called Residential Arts. Now it’s a part 
of the University texture and fabric to have residential 
arts programs. 
And then I became involved in the Fine Arts Center. I 
consider the Fine Arts Center one of the programs in the 
University that compliments the teaching. It supports stu¬ 
dents who are interested particularly in that, and it goes 
to a wider community. Why I feel so strongly about that is 
the same reason why I teach "Afro-American Music and 
Musicians" and will not accept it as being exclusively for 
music majors. I want the whole community because I think 
it s important for other people to know about culture and 
about music. 
My main two hats now in the university are that of an 
Associate Provost, that’s a half-time thing, and Director of 
the Fine Arts Center is the other half. What am I doing 
teaching? I’m teaching because I want to teach. There is 
no requirement that I teach at this level. The only course 
that I hung in there with is the "Afro-American Music and 
Musicians." And I have two composition students. That’s 
about all I can handle, believe me. I don’t have the time. 
My guess is that in music departments all over the 
country, jazz will never be dropped completely from the cur¬ 
riculum. There are maybe nine hundred or a thousand music 
departments that are members of the National Association of 
Schools of Music. About one quarter offer a major in jazz 
or Afro-American music, whichever one. Most of them are 
"jazz" because most people don’t want to deal with the term 
"Afro-American music." We do. We do them both, mainly be¬ 
cause the Afro-American music term encompasses other impor- 
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in"^ri^:.thi ^mBoymrt who,s 
the two, but i t ’ nnf _ gid separation between 
rnlay »r?Y p- - 
ing and Co^o^?[on . 
i ^XiCfrt?lnlY d° nQt haVe as much time to compose as I 
would like to, but then I don’t expect to until I retire 
t i'me Th° T*1*7 9° to work- In th® meantime, I find the 
ime There s an old saying that necessity is the mother of 
invention. If necessary I do it. I received a commission 
to write a work for chorus and orchestra for the Atlanta 
ymphony Orchestra. They asked me for the work for January 
° -^hlnT^ear' Somewhere in the summer I was called and they 
said, The schedule is changed, we plan to do it in Octo¬ 
ber . 11 I just squirmed and scuffled like mad to get a re¬ 
hearsal score for the choir that had all the piano stuff in 
it, and to make adjustments and so forth. So you get it 
done, and you do what you have to do. You burn the midnight 
oil. I have unusual hours incidentally. 
At this stage of my life I am busy trying to do two 
things. I’m very concerned about continued development in 
my ideas about improvisat ion. What has happened is that 
I’ve developed a considerable amount of technique as a com¬ 
poser. I want to be able to do the same thing spontaneously 
in playing. But you can see the challenge there: in com¬ 
position I have all the time in the world to think about it, 
reshape it, and mold it, and to get it in there. To im¬ 
provise that way you’ve got to do a lot of preparation so 
that when you improvise it comes out that way. That’s a 
great challenge of mine. It’s the thing that I talk about 
when I say, "I’ll always be a student." You just keep work¬ 
ing at it until you get it. I won’t be satisfied like I was 
as a young fellow, being able to do Charlie Parker so well. 
That’s fine but he’s done his thing. I’m discovering it’s a 
real challenge for me to keep working at this until I’m 
doing both these things to what I consider my sat isfaction. 
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PEARL WILLIAMS-JONES - Gospel Voca 1ist/Pianist 
D C P%tV WllllTJOneS WaS b°rn in 1931 in Washington, 
°kC' uSh San9 and played Piano at her father’s Pentaco^Ll 
Jones th Her m°tHer Was her first P^no teacher. Williams- 
Fax andSH "TV" t0 Study with Madeleine Coleman, Mark 
**’ a;d^Zei Harrison, all of Howard University. She 
graduated from Howard University <B. Mus.) in 1953, taught 
d°i K at State -d then moved to Phila¬ 
delphia where she taught in public high schools for sixteen 
years. She made her Town Hall debut in 196<S as 
singer/pianist in Afro-American religious music, and during 
er career she has toured widely, performing in the U.S. and 
in Europe. Pearl Wl11iams-Jones returned to Washington, 
D.C. and began teaching at the University of the District of 
Columbia in 1973, where she is professor of music today. 
She has also resumed her duties as minister of music in 
Bibleway Church. 
PROFILE 
I was born here in Washington, D.C. My parents are 
Bishop and Mrs. Smallwood Williams. My father’s a Pentacos- 
tal minister here. He founded a church in this city fifty- 
seven years ago, and it’s where I had my first experience 
with black religious music, specifically gospel music. Our 
church, because it is Pentacostal, relies very, very heavily 
on black religious music that’s in the oral tradition as op¬ 
posed to music which is specifically in the hymn books. Now 
that is not to say that we don’t sing music that is in hymn 
books. Of course, we sing "Amazing Grace," "While I Stretch 
My Hand to Thee," "What a Friend We Have in Jesus," all of 
the traditional Protestant hymnody. There is also a large 
body of black religious music that is in the oral tradition, 
and our congregation tends to rely very, very heavily on 
that. So this is my first encounter and experience with 
music: playing the piano in the church for Sunday school, 
prayer meeting, tarry service, morning service, whatever was 
needed. This started at a very early age, I would say about 
four or five years old. My mother has always assisted my 
father in his ministry in that she is a musician. She had 
the principle choir of the church, and she also taught piano 
lessons at home. My early inspiration about religious music 
came from her and from her teaching and from her image as a 
church musician. 
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perhapsetheS?rrstC^eQrS -citing. My father was 
ourhchurch' bT 
Jackson were first presented in this city by my father 
There was an old arena at 14th and W Streets, N.W. called 
urner s Arena We would present gospel programs there. 
art^S"‘Kthe °lXle H 1 mm 1 ngb i rds , Kings of Harmony, whoever 
father h ^ in g°*pel 4" the forties and f^ties--^ 
father brought them into the city. Later on in the summer 
we would bring those gospel groups such as Clara Ward to the 
stadium here that used to be where the Howard University 
Hospital now stands. It was a large stadium that held about 
twenty thousand people. My father used to rent that stadium 
and bring in the great gospel singers in the fifties. I re¬ 
member singing there on the programs, our church choir would 
sing. They were tremendous fund-raisers for our building 
program of our church. 
In those days, in the forties and the fifties, Washing¬ 
ton was very rigidly segregated. They could not stay in 
hotels, and furthermore there wasn’t the money really for 
singers stay in hotels. So they stayed in homes, 
and because my father was the minister, very often they 
would stay with us. So I met most of the gospel greats and 
knew them, and they sang in our church. I still have great 
rapport with many of them, Willie Mae Ford Smith, and Delois 
Barrett, those who were in the film "Say Amen Somebody," 
I’ve known for a long time. So I still see them and we are 
great friends. 
My education in secondary school and also at the uni¬ 
versity level has been here in Washington. I went to 
elementary, junior high, and high school, and I sang in the 
choir and played in the orchestra. Our school choir sang, of 
course, traditional spirituals in the European mode, and the 
orchestra, of course, played European concert literature. I 
think I have always known that my life would be involved 
with music.. I don’t think there was ever a -thought that I 
would go into business or medicine or law or anything. It’s 
always been a very musical life in the home, in the church, 
and in the school. When I graduated from high school, Dun¬ 
bar High School here in Washington, I went to Howard Univer¬ 
sity and enrolled in the Bachelor of Music program with a 
ma jor in piano. 
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Howard University? Ly ^^rloTLhUe"9 *“ 
Tz™tz>r^a^ ;tTV°- 
* teacheI- "" the faculty at Howard Univ^rsit!. Madtletne 
Coleman was my first formal teacher, I'll say that Shp 
a marvelous teacher. She was very careful! ve^ p^c!^ 
fo™ ”9‘d>.md.for a long time insisted that I stop my in- 
ormal playing in the church, which I was doing by ear! to 
concentrate on developing a technique that was classically- 
Z'ZT °r P *yi"9 th* Pian°- “ did nQt «ri a HirSiilp 
me because I really did want to know how to read music, 
how to [Hay concert music. It was a goal of mine at one pe- 
nod of my life to perhaps be a concert pianist. So I en¬ 
joyed this sort of discipline training for piano: scales and 
arpeggios and of course the traditional classical literature 
for piano. 
I stuck with Miss Coleman until I went to Howard Uni¬ 
versity. At that point she turned me over to another 
teacher, Mark Fax who was a very distinguished composer and 
pianist. I studied piano with him for one year, during my 
freshman year. I studied with him because the teacher with 
whom Miss Coleman wanted me to study, Hazel Harrison—the 
late and noted, great black woman concert pianist—was away 
on leave during my freshman year. So I did not get to study 
with Miss Harrison until my sophomore year. Miss Harrison 
again has an interesting background because at the time that 
I studied with her in the '50s, she was perhaps in her late 
sixties or seventies. She had been a pupil of Busoni and 
Petri and was perhaps the first internationally known black 
concert woman pianist. She was a remarkable pianist and un¬ 
fortunately was before her time in the sense that she was a 
woman and secondly because she was black. At the time, the 
height of her career, which would have been in the '30s and 
'40s, America was not quite ready for that. 
I cannot emphasize enough the importance of Vada 
Butcher in my life as a developing musician. She was the 
only professor I had at Howard University who ever had any 
sympathy to my interest and skills in black music. Jazz was 
"verboten" at Howard University at that time. But Vada 
Butcher always had the inquiring mind of a scholar. She is 
a scholar. It was Vada Butcher who first stimulated my 
early writings about black gospel music: to write about gos¬ 
pel music as a serious area of musical inquiry. The first 
piece that I ever wrote that was published was done under 
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in terms of in- 
sic as an area of 
-- ww.,.. ^11 tile mailt cnat 
was creating because it was not music that they were 
teaching in the university or in the college. She en¬ 
couraged me, "Write about this, talk about this, study this, 
use this, preserve this." I’ve never had a teacher do that, 
I must say that I have not had to- be ashamed of the in¬ 
struction that I got at Howard. When I did my examinations 
for the doctoral candidacy, and they quizzed me on theory 
and stuff that I had not studied for many, many years, it 
all came back to me. I had been thoroughly taught. It’s 
all attributable to very fundamental training that I got in 
Howard University which is a predominantly black institu¬ 
tion, historically black. The teachers I had had all gradu¬ 
ated from the best universities and colleges. When they 
taught you theory, when they taught you history, when they 
taught choral conducting, you could be sure upon leaving 
there that anywhere you went for graduate training, you had 
been really prepared. I love that, and I will never regret 
that. 
It was Miss Harrison who told me about the first job I 
had teaching in a university. She got a call from a member 
of the music faculty at Albany State College in Albany, 
Georgia. So I went to Albany State in 1754, and I taught 
there for a year. I accompanied voice students, I played 
for the choir, and I taught traditional courses in music: 
music appreciation and so forth. I came back to Washington 
after one year. Then I decided to get married and I moved 
to Philadelphia in 1956. 
While in Philadelphia, I taught public school for about 
sixteen years. That was a fascinating era of my life. I 
taught junior high school for one year only. That was at 
Gillespie Junior High School in North Philadelphia. I al¬ 
most gave up my entire musical career because it was such a 
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challenging — that’s the only word I can 
taught well and I enjoyed it, but it was certainly^ot 1 
area of music teaching in which I could have stayed an/JLw 
a,® eelln9 that there any future or productivity in it 
musician. It was challenging in the sense that vm k 
ese young boys and girls who were essentially not really*3 
I h!de! th-ln "usic- certainly not the classical nueic But 
I had a thing going for me the fact that I did play by ear 
new a lot of the popular music that they knew. I could 
play their church music, gospel music, and then at the same 
to"7eadethemSe ^atural tools * had from my background 
to lead them into an appreciation for other kinds of music, 
and expand their horizon as appreciators of various kinds of 
^U51C. 
After teaching junior high school for one year, I was 
moved to a senior high school, Grants High School, and I 
taught there for about two or three years. I enjoyed this 
much more. The students were older, they needed less 
custodial supervision, and I got far more students who were 
interested in music music, instead of music as just a nice 
period in which one could play and relax. I had the choir, 
and this was my introduction to formal choral music. I had 
students with marvelous voices, and it was quite a challenge 
to take on a choir at the high school level. I enjoyed it. 
I also taught, of course, the general music courses: music 
appreciation and that kind of thing. And I played for as- 
semblies. 
After leaving Grants High School, I went to West Phila¬ 
delphia High School, where I served as an assistant to the 
choir director. I learned much more choral music, I played 
for the choir , and I taught the general courses in music. 
□f course in teaching my classes, the great challenge was 
always for me to be able to take students where they were in 
terms of their musical interests and to lead them or to in¬ 
troduce them to other areas of music appreciation. This 
method did not really come into music education as a philos¬ 
ophy, I don’t think, until about the 1960s. Certainly most 
of the practice teachers that I met were hung up in, "You’re 
going to learn this whether you want to learn it or not." 
Many of them were doomed to failure. 
I like to feel that what I contributed to the practice 
teachers of that period was the practical approach of trying 
to develop native skills. That is in terms of listening to 
the music of students, trying to incorporate some of what 
students’ musical interest was into the teaching of other 
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forms of music. It is a wonderful way particularly for 
black inner-city students to take off into other areas of 
music with which they are less familiar: to start with gos¬ 
pel music which they know, or the blues, or iazz anrt f!iL 
about melody from that particular point VvJ^V o^a^ny, 
d then cross over. The only success I had in teaching 
music*" SMc=t f** tD al“3yS begin with the students’ o«n 
denis' and ? hTh"* e*perience i"ner city black stu¬ 
dents, and I did happen to know the music of that culture 
because I had grown up in it. But very often I would get 
practice teachers who were from another cultural tradition 
altogether and for whom this music was either foreign or 
they were certainly not interested in it as a primary source 
of music for reference for black inner-city students. 
After I left West Philadelphia High School, I taught at 
□verbrook High School in Philadelphia which had what is 
called a Music Magnet Program. That was a music program 
which brought high school students from all over the city to 
this particular high school for a music major. These were 
students who were going on to major in music in college. 
This, I must say, was the most productive and I suppose the 
happiest years of my music teaching in public school because 
I got so many incredible native talents: just raw material 
waiting to be formulated and to be molded and to be taught. 
You didn’t get the traditional barriers of resistance to 
learning. Around 1963 or '64, I formed what was the first 
high school gospel choir in the city of Philadelphia, and we 
were called the Overbrook Singers. I had about twenty stu¬ 
dents in that group and over a period of about three or four 
years, we were perhaps the baddest, if I can use that ex¬ 
pression, vocal ensemble in Philadelphia. It was just my 
good fortune to kind of be there, sympathetic to what they 
were interested in doing, and kind of encouraging them and 
organizing them and overseeing what they could do themselves 
so very, very well. 
I left Philadelphia around 1971 and moved back to Wash¬ 
ington D.C. I made an application for teaching here at the 
University of the District of Columbia. It was accepted and 
I was brought onboard in 1973. 
The courses that I have been teaching since being 
hired at the University in 1973: Music Appreciation, which 
is a traditional course in European classical music; Jazz 
History; I have a gospel vocal ensemble that’s called the 
Voices. Music Appreciation is a university-wide humanities 
course; it can satisfy a humanities requirement for the uni- 
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vers*ty. The students who are in fhi«= 
majors. It deals wifh _,, . . , ^ls course are non-music 
;£• ?" sr 
elude mine seme information about black American music. 
It CJazz History] is a course that deals with the 
soc10-historical and cultural development of the jazz idiom 
teach it more from a sociological and historical and cul-’ 
ireaforethPeCt‘r because the students who take the course 
are for the most part non-music majors, although it is a re- 
certSd ^OUKSe f°r Students in the music department. We 
heofaiT Tu aVS u° 9et lnt° the musical concepts when we 
to dea^ th9^ !Ut jaZZ Styles- Df course the student has 
to deal with that and a small musical vocabulary. The 
ex book which I use is a book written in 1963. It’s kind 
of old by now, but I still find it for my purposes to be the 
best book on the subject, and that is Blues People by Leroi 
ones, who is now known of course as Amiri Baraka. I find 
that for the students of music, it broadens not only their 
musical understanding of what black music is about, but it 
also broadens their knowledge of black history in general. 
The UDC Voices: I may have mentioned before that this 
is a very informal group because the University has a choir 
that is directed by the chairman of the department. All of 
those who are unable to meet the vocal requirements for 
being in that particular ensemble have the consolation that 
they can come out on Tuesday evenings and sing very 
informally: folk songs, pop songs, Broadway, spirituals, 
gospel, jazz. The students have an opportunity to choose 
the music, to learn to improvise in their own style. We do 
lots of gospel music, both learning it from the record and 
from the music. It is a challenging little group. I don’t 
take them out for public performances, but we have lots of 
fun in the classroom. 
Many of our students come here with no background or 
preparation. University of D.C. is an institution for which 
there are no prerequisites other than a high school diploma. 
We get many, many students coming into our music program who 
have had no background or training in the traditional 
courses that one would expect for a major in music. My 
course, Introduction to Music, is designed to pull together 
all of the non-exposure that they have not had and to put 
them in some kind of frame of reference for the music that 
they propose to study. It’s a tall order, but I have them 
for one year. We go to concerts, we listen to recordings in 
the class of traditional European classical music, we talk 
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~~c?"USiCl^ri“rrt^rjl*r20n,*h0" d° musicia"» “U ^out c *«arn c iticism: how to write prifirie« 
crit' Cr itlcism and to understand it in newspapers lnd°in the 
critical journals that deal with music T k , th 
this foundation for novices in the Nesiern musical trldi-1^ 
This is the first year that our department has a ri*nra 
program focused on black music studies. The degree is ^ 
ache 1 or of music with a concentration in jazz studies or in 
V^rebachU?ieSV The.g°SPel program which is a four- 
year bachelor of music program was designed by me. It is a 
rigorous program with a major in voice or instruments, but 
w!th a concentration in the area of gospel music literature 
and history. The student has to take four years of gospel 
music improvisation, either as a singer or as a pianist, and 
he is expected to graduate at the end of the four years with 
a high level of proficiency in gospel performance. But he 
or she must also be able to pass all the other general 
criteria of the bachelor of music program: theory, harmony, 
history, all those areas. One must be a musician first who 
happens to have as his expertise or his concentration gospel 
music studies. 
It is something that is beginning to develop. I think 
if the universities can kind of get their programs together 
certainly as jazz studies have done for a much longer 
time, we will see an increasingly high level of performance 
proficiency in black gospel music. Hopefully never at the 
sacrifice of the grass roots kind of gospel music pet— 
formance which I feel, because it is a folk idiom, will al¬ 
ways need to feed the sensibilities and the direction that 
gospel music will take in the future, lest gospel music go 
off into areas of esoterica such as the spirituals where 
they are enshrined as museum pieces to be brought out for 
exhibit. I would personally not like to see this happen to 
gospel music. And to protect against that the university 
always needs to have the infusion of the folk tradition that 
is still practiced in the black church. It keeps black 
music on course. I would like to see gospel music keep its 
basic relationship with its primary function which is a 
music for worship in the church. 
I suppose my own position here on the faculty is one of 
two involved in the teaching of jazz studies or black music 
per se. Our department has always had very, very strong 
support from our department chairman and from the University 
for our interest in the development of curricula in black 
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music. We have a UDC Jazz Lab Orchestra uP n-r-F 
Lli ? k, 1 11 be teac^mg the various courses We 
will probably add on one course per year This lll’r- k 
done the Gospel Improvisation and perhapi nlxtyl™JlTl& 
one more of the courses in the gospel music curriculul. 
vearsI>V? h**" hGr<E? ** the UniversitV of D.C. for eleven 
years. I have enjoyed teaching my courses. I have learned 
much from my students. I’ve also learned much in the devel¬ 
opment of materials that deal specifically with our needs 
here in preparing students who have very little background 
in any kind of music preparation, much less our students who 
are proficient in any one area, whether it be jazz or gos¬ 
pel. It’s a great challenge to develop materials which may 
be used in the future by teachers who are interested in 
teaching jazz studies or teaching gospel studies. We’re in¬ 
terested in developing, researching, and writing meth¬ 
odologies and ways for handing on our tradition. 
My own personal development in music goes on. I am the 
minister of music at my father’s church here, Bibleway 
Church, so I continue to play and sing the music with which 
I grew up all of my life. The choir that I spoke about ear¬ 
lier that my mother had is the one that I now have. I teach 
them Thomas Dorsey, Alex Bradford, Roberta Martin; we sing 
traditional gospel music. It’s a choir of about eighty-five 
voices, all untrained in the sense that they have not had 
formal training in music. It is not a problem because I 
have always learned and taught music in the traditional 
black academy of gospel singing, which is black-church-ear 
rote. And so we learn our parts by ear. I carry on that 
tradition and it does not bother me perhaps as it would 
someone else maybe who was out of a purely European method 
of training where they want you to read music to be a choir 
member. So we go on learning by rote. The people have al¬ 
ways been accustomed to learning in this manner and so it’s 
no more tedious perhaps than someone who is teaching people 
by music, when that is the only tradition which they know. 
All my choir members ears are well-tuned to traditional gos¬ 
pel music. They can perhaps know the direction in which the 
piece is going when I start because they are so steeped in 
the tradition. We need music only for words. 
Three weeks ago, I was at the State University of New 
York in Cortland and I did a three-day residency: performing 
and teaching and interacting with students and faculty. 
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concertr^^r^'r"- I,travel ex tensive ly , performing 
. Most of my gospel music performance tenric k 
in colleges and universities rather than Tn the church , 
work very closely with my manager in scheduling thinns'fh ► 
r;eiignh?ays0:h:hoI,mdnot tea^ °r ^ li t. On t se days when it cannot be scheduled that 
way, I always arrange for class coverage so that thtre ts 
awav°nei^*Chln9 mY Cla5Ses 50 it a problem to get 
I caAnoJ. th-'T e?j°yable dimension of my professional life. 
I cannot think of just teaching and not performing. I think 
fulfiMblnatl°n of.thln95 makes for a very well-rounded and 
fulfilling career in music. 
T. ,lhe third area of my career is research and writing. 
The things that I have devoted my attention to as far as 
writing is concerned in the last six or seven years has to 
do with black American gospel music. It is perhaps the 
least documented area of black music studies. For the most 
part, gospel music has been music for religious worship and 
so the scholars have not gone into the churches really to 
listen to the music or to deal with it as an artistic form 
that needs serious inquiry and study. That is certainly one 
of the challenges that I am trying to meet along with my 
colleague Horace Boyer and some others who are writing about 
the gospel music phenomenon. I see ahead of me for years to 
come lots and lots of work. 
I told N.Y.U. when I went that the area in which I was 
interested was one that had had little work done, and that 
was the area of black American gospel music. So I wrote a 
proposal of what I thought I could do, and it was accepted. 
It Cmy dissertation] will have an aesthetic focus. I think 
my tentative title is "Black American Gospel Music: An 
Aesthetic Theory. The core of the study deals with those 
characteristics which make black American gospel music a 
distinct idiom or art form, and deriving from those specific 
characteristics some aesthetic notion of what is black 
music. If I can answer that about gospel music, perhaps it 
will answer a lot of questions about, in fact, is there 
black music? That is certainly a hotly debated subject in 
scholarly circles in ethnomusico1ogy and musicology: is 
there any such thing as black music? Or in fact, is there 
American music with black music being an aberration somehow 
of an essentially Euro-western American music. 
The thing that was missing and which is essentially 
still missing in most university and college programs is 
that somehow they have not caught up with the implications 
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of the 1960’s and the importance of black music H- 
the important contribution that predominantly black n^it 
:ho°:rdCcaenrLaini;nbeProen:roVr?hrod PaSSlng Qn - -- T^t 
institutions. I don't ^nt^ ^^1* ^Val ^1““ 
riculum that is certainly necessary for being a basic 
musician. I don’t think they need to change that, but WB 
need to en arge and to expand: to incorporate our ne^ arias 
scholarly inquiry into the programs of study. I think 
gradually as many of the traditional music deplrtments ^el 
less threatened by this music and more involved with it, 
there will be an expansion of degree programs that can offer 
concentrations in black music studies. 
I would like to feel that the thing will not happen 
** a. ^ospel music that has happened with jazz. The thinq 
that has happened with jazz is that all of the textbooks and 
theories and methodologies are coming out of predominantly 
white institutions written predominantly by white scholars. 
It doesn’t mean that because it is written by white scholars 
that it is white music. It means that what I feel is a very 
important component of what is essentially black about jazz, 
blues, gospel, R&.B is lost when you don’t have the black 
perspective. It means that our schools and colleges and 
universities and our black scholars must begin meeting the 
challenge to put our imprint on the materials that are being 
developed and disseminated about our art form. 
I think in most places where gospel choirs were 
permitted to get started and flourish, whether impeded or 
unimpeded, they were institutions that were challenged to 
take on in the course of all their black studies program the 
whole business of black music as a music that should be 
studied. The students were making the demand. There was on 
the part of many faculties a kind of uncomfortableness and 
in some places an outright protest about taking on this 
music as a serious course of study; "Well, it hasn’t been 
done, who’s going to do it, I don’t have experience, that’s 
not my training." That was a very serious problem: not hav¬ 
ing qualified faculty that could deal with the music. I 
mean black college professors that could not deal with the 
music conceptually, nor experientia 11y, nor philosophically. 
There had been nothing in their backgrounds to prepare them. 
So I can understand what the fight was. I mean I understand 
exactly. It just happens in my own situation that because I 
had grown up with it and never deserted it, I had the back¬ 
ground and experience to deal with it experientia 11y. 
Philosophically I never had a problem with it because it had 
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always been a part of my culture. I wasn’t trvi™ ♦ 
come something that I Ms ashamed of. For me the tr °T" 
WaS 3 l09iCal *"d •" •«V one, certainly a nLdeHne1.0" 
it htVe callea9ues have problems dealing with 
it, who feel it is antithetical to all of the things that 
ever been taught. My comments to them is that it <=hn 1 h 
ground athredl‘’ but it: is a challenge to get in on the 
!n the wt- something that definitely is the way to go 
?„the eighties, that will be a way to go in the future 
I m not saying to them that you need to become a performino 
gospel artist; that’s certainly not necessary. But at Teast 
i we are scholars, if we aspire to be scholars, there must 
be room in our development for including scholarly inquiry 
to any phenomenon that presents itself as music. African 
music, Asian music, Eskimo music: there are certainly people 
in ethnomusicology who are in all of those areas of inquiry. 
Why not black music, gospel music? It’s a wide open area 
for those people who have indeed an inquiring mind. 
The film "Say Amen Somebody," the film on which I 
worked as senior advisor, brought together many of the gos¬ 
pel singers I met as a child. I got to see Sallie Martin 
again after many years, and talk to Mr. Dorsey and Willie 
Mae Ford Smith. The O’Neal Twins out of St. Louis I’ve 
known for many years; they’ve sung at our church. The Bar¬ 
rett Sisters had sung at our church many years. I was real¬ 
ly just renewing old acquaintances. Many of these people I 
had not seen in a long time. Many had been in retirement, 
and George brought them back to get this very historic and 
important film on black gospel music. 
George had gone to the National Endowment for the 
Humanities for funding to make the film. He came to me be¬ 
cause the Endowment recommended to him, when they saw his 
proposal, that he have as some of his advisors people from 
the black gospel community. So they recommended me. He 
came to me and we talked, and I agreed. I was working here 
but I would go out on assignment on occasion. I think what 
I did where that film is concerned is a responsibility of 
all black scholars to be the final check on people who come 
around wanting to do things with our material: film it, talk 
about it, write about it; to give in fact the definitive go- 
ahead—"Yes, this is what this is"—and not have people out¬ 
side of the tradition impose their presuppositions on what 
it is they see or what they think it is. It is what the 
people say it is. That is, at the bottom line, the most im- 
por tant. 
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!t 5 in the people’s own words which I find fascinat- 
body" isethatnluhof ih S° fa^Cinatin9 "Say Amen Some- 
^ f11 f th PeoPle» who are essentially folk 
anH h’ ::G eitremely ar ticu1 ate about what it is they do 
and why they do it and how they do it. There’s no mistake 
Ker! !Kn° jarg°n from the ethnomusicological vocabulary 
about this particular experience. It’s what they say it is 
and it s very clear. They speak very eloquently and very 
movingly I’m not sure there is any scholar that could give 
a paper that would truly capture the things that the people 
themselves say about what it is they are doing and how they 
feel. That s the thing that makes the film so remarkable. 
It Cmy position] gives me the freedom to study, to 
write, to teach, to develop the program as I did for gospel 
studies. The Bachelor of Music with a concentration in Gos¬ 
pel Studies I worked out pretty much on my own, and I’m very 
proud of it. There is certainly recognition of my work as a 
scholar in black music that is on a par with the recognition 
of any scholar at any university who is engaged in important 
research, and I appreciate that. 
All of our teachers enjoy being able to function in 
other areas of their professional career other than just 
teaching. I mentioned our department chairman who is a com¬ 
poser, and who performs also, so it means he really needs 
chunks of practice time when performances are coming up and 
release from his administrative duties. And the same for 
faculty members who are going to perform. I think this is 
true throughout universities and colleges and conservator ies 
where you have faculty involved, whether it’s actors or 
musicians; if they’re in the performing arts, it’s under¬ 
stood that there has to be time to practice your craft or 
your ar t . 
I’ve applied for a professorship, and it seems to have 
a very good chance at this time. The University and the 
union which represents the teachers here at the University 
of D.C. are still working on an agreement that deals with 
tenure. Perhaps when that is in place, because I am an as¬ 
sociate professor at present or will be a full professor by 
the time the details of the contract are worked out for 
tenure, there is a very good chance that I will stay here 
until I retire. 
I look forward to the remaining years of my life being 
spent in the performance, teaching, and research aspects of 
black music. I would never like to think of retiring so 
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"n« ^968 thm?i“t;iSt °I CQlpmbia> a she has hild 
Mu sir- P o' 15 the author °f Black American 
Music. Past and Present, 2 vols., Krieger Publishers. 
PROFILE 
My childhood was not something which I hold in memory 
particularly fondly at all times. I grew up in a segregated 
community. I was affiliated with the church. All of these 
things affected the direction and the character of my life. 
I got my musical experience there, playing for Sunday school 
and the congregation. I can’t remember the exact age, but I 
began piano lessons at eight and it must have been about 
three or four years later. 
I first studied with Carey Robinson, a Tuskegee gradu¬ 
ate. She was very patient, very competent. She taught me 
theory, keyboard rudiments, and enrolled me in the National 
Guild of Piano Association each year so that we would be 
sure to maintain certain standards. She also taught me 
recital performance, and church hymns for the purpose of 
playing for the church. She’d go to that church and assist 
me with anything I needed to do. That was not really the 
norm at that age. 
At thirteen I moved to Lincoln Academy to go to school. 
It was a better educational system. Before that time, 
[school] was just not something which challenged any of us, 
least of all me, and I was very bored. Nothing was happen¬ 
ing academically. I wasn’t flunking anything. I was making 
A’s, but I wasn’t learning anything. This was a change 
which was needed. 
Margaret Uelch Wilson Cat Lincoln Academy] was an un¬ 
usual critter, so to speak. She was my mentor, she was my 
‘play’ mother, she was my friend, and she was my leader. 
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She was a God-send who taught you all the thinno 
tn .no. abbut character and personality!nd 
musicianship. She directed the choir and allowed me to nl 
as accompanist. She paid me a fee which she saw»H f ?lay 
ta enrhedtCathhn’ “"d 9aV* “ t0 "e «V winning of the* 
talent hunt. She taught me concertos which impressed the 
t'hfrn r °m^a TalePt HUnt en°u^ ^ not only gTve me 
Oum/f'7! f°r ‘hat day but to persuade the members of the 
Omega Fraternity to give me a partial scholarship to Fisk 
University. Now although she herself was a Ta11adegan and 
wanted me very much to go to Talladega, she nevertheless en- 
one n?eth m ‘V0 ^ °Ut 9^tting Fisk to give me 
one of those early entrant Ford Foundation Scholarships. So 
together with that, away I went to college. 
, - . . , 1 ’re"ember as a child teaching in the yard to the other 
little kids around me: banging on the books to make them 
learn this stuff. So kids have a kind of sense of what 
they’re about, and what they must do, and what their 
destination must be, and how much time they can waste, and 
what they shouldn’t do. Then there were all these extended 
family concepts: people who said, "You must do this," and 
they said it in such a way that you thought it was your own 
idea. At Fisk, John Work was one of these kinds of people 
who said, "Now, you know, my friend, you know you want' to 
take counterpoint." And you had no intention of taking that 
particular course during that particular semester so he sort 
of steered you in the right direction. 
John Work taught spirituals because he conducted the 
Jubilee Singers. He was also a strong father figure with 
the essence of a substantial being that could do no wrong. 
I never found out until after his death, and during my re¬ 
search, that he was a composer of note, and that he had pub¬ 
lished many of these spirituals in a book. But of course, I 
was around Fisk where Aaron Douglas’ paintings were, where 
the James Weldon Johnson Archives were centered in the li¬ 
brary, and all sorts of little goodies which I just didn’t 
realize were there until I became an adult and went back 
there to research. 
John Work taught me second-year theory. I was im¬ 
pressed with "his ability to put," as Oscar Henry said, 
"more red marks on the page than you had put black marks." 
He was a thorough teacher and yet he stood up and gave you 
everything in all of those classes from memory. I remember 
that he would give definitions from memory. Of course he’d 
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done it so many years, but still this 
figured when I teach, everything I do 
from memory. 
impressed me. So I 
is going to have to be 
1 knew I would be a musician. The only skills which I 
had developed aver a period of about eighteen years were in 
music * so I kne» I’d be a musician. I had no InkUngabout 
uo'to nl tner' When 1 graduated’ ho orchestras caUed me 
up to play the one or two concerti I knew, and nobody became 
time^h ^ th- “ent lnt° teachin<3- 1 haver knew it at the 
time, but this was just as great an opportunity to both 
teach and perform as any. I didn’t know at the time either 
that you couldn t make a living on just performing in this 
country ordinarily. I learned that by trial and error, the 
hard way. I enjoy teaching though. When I got to Tuskegee, 
that was my first job which John Work got for me, I fell in 
naturally, after having studied the whole summer books on 
teaching approaches. I had not received this kind of expe¬ 
rience in college, but I seemed to have a real sense of 
learning how to teach. 
I then applied to Yale University, the state of Ala¬ 
bama, and the John Hay Whitney Foundation. Luckily, they 
all came through at the same time. I went off to study for 
the masters degree at Yale. Sheer luck, you know. I worked 
at the switchboard in the dormitory, and [that] supplied the 
small change for expenses. Of course this was the same time 
as the Civil Rights of the sixties, and I never had the 
luxury of such time as it took to go South on the buses to 
demonstrate. I never had a family rich enough to pull me 
out of jail at that time, so I stayed on at Yale and just 
sort of went with my music. 
It was at Yale that I became interested in performing 
the music of black composers. I said, "Someone is going to 
have to be qualified and prepared to teach what we are 
fighting for during this era." That to me had to be my con¬ 
tribution. At Yale, I had performed "Four Inventions" by 
Ulysses Kay on a recital. It was a smattering of ignorance 
that I had because in high school I had only performed 
Nathaniel Dett’s "Juba Dance," not knowing it came from a 
huge suite. It just wasn’t available. At Howard Univer¬ 
sity, I played Mark Fax’s "Three Pieces" and Tommy Kerr’s 
"Caprice." By the time I got to U.D.C. my appetite was just 
whetted for more such examples, but these were at that time 
all unpublished compositions. I set out to find more music 
and during the course of that study, since '73, much of it 
got published. That probably moves the direction of my life 
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and the state of things 
the performance and the 
that subject. 
now more than anything 





To perform, one needs a sponsor. And one doesn’t need 
to have to work most of the day in order to support hims^f 
one needs to practice, so economically I was not prepared 
for such a profession. Yet I did my share of performance in 
rny day. I travelled with Trio Pro Viva when I worked at 
lrgima State: the flute, cello, and piano combination 
irected and managed by Antoinette Handy, the flute player. 
I performed recitals even at the time of high school, and it 
every institution where I worked, for little or nothing 
though. But when it comes to an agent, one has to have doc¬ 
umentation of reviews, one has to have lessons by reputable 
teachers with international standing. Now it’s not that 
Seymour Fink, Ward DeVinny, and Katherine Bacon at Yale and 
Juilliard respectively weren’t excellent teachers. It meant 
that I needed more of such teaching. 
I should have stayed, if I wanted such a career, at 
Juilliard where the competition was great and where that 
kind of training is geared toward careers in performance. 
But I was not financially ready to stay there, and I 
resented being placed in the level at Juilliard—after hav¬ 
ing received the degree at Fisk—which included a junior 
course, a senior course, that kind of stuff. So I moved 
from that one year to a less frustrating situation at Yale 
University where I could continue at the graduate level. I 
didn’t have any time to waste. 
At Yale, for the Performance Degree, Master of Music, 
in searching for something to write about, I wanted to do 
twentieth-century music. Then I changed in mid-stream and 
went to something black, and I couldn’t find the stuff. No¬ 
body could direct me to the Maude Cuny Hare book; it was out 
of print and nobody knew about it. Eileen [Southern] had 
not published hers, not until '71, and this was between '60 
and '62, see. Ten years too soon. Nobody’s heard of the 
Trotter. There was a Music Department Library, but the 
standard traditional books were there. And John Work’s 
book: it did not cover the history of all the people who 
wrote these different kinds of music. 
I felt more and more and more confident than ever be¬ 
fore when I researched my roots and some of the roots of our 
music. Then I felt we’d done something. Then I felt the 
thing called classical music is not so far-fetched from the 
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black community as the black community feels that it is 
heart\ °th ‘° «»r.in V*'UX' heart at that decision at that point in your life It tako^ 
a mstunity of mind and a maturity in one’s person.' {hat 
hole change takes over once one looks oneself in the mirror 
Th S?rS’ !hiS lS Wh° 1 am> and thi* where I came f^om 
And, This background is a powerful heritage, rather than ‘i 
am ashamed of this, I am ashamed to be African. The stxMes 
?-dVH-y’ 1 m Proud tQ be black, and this kind of stuff 
Though I never liked the term 'black’ — I always liked 
African American which was more correct—because I resent 
biack bemg in little letters, you know. And that’s why 
you 11 fmd in my writings, I capitalize 'B’ for 'Black’ be¬ 
cause it means more the race of people than it does a color 
I felt fairly good about the work at Vale. I won the 
Lockwood Competition Performance Award which assisted with 
the second year of education at Yale. It also gave me a 
performance with an orchestra, a concerto, so I felt fairly 
good about that. I suppose I graduated with some kind of 
honors. I felt I had earned that degree and went on, 
without staying for graduation, to beat the bushes for a job 
as I knew I had to support myself. 
In '62 Cl went to Fayetteville]. I taught fundamen¬ 
tals, piano. Did I accompany the choir? Yes, I think I 
did. I had private students, about fifty of them. There 
was a real joy because it taught me all levels. It taught 
me how to approach an adult and a child. I remember a four 
year-o1der and a fifty-five year-older: that range. I was 
there six years. 
In '66, I came to D.C. CHoward University] to sub¬ 
stitute for a fellow musician, who now teaches here 
CU.D.C.], Harvey Van Buren. I was at Howard just for a 
year. Then I left and went to Virginia State because old 
Harvey claimed his job. My job back in Fayetteville, I 
simply did not want to go back there. Washington is a 
learning center which one doesn’t fully appreciate until he 
has to work at the Library of Congress and at the Howard 
University Ethnic Center—the Moorland Room, that is a fan¬ 
tastic place. And the whole area was just one that seemed 
pleased to be here. So I learned a lot in this environment. 
It was just a new way of looking at things. This is how 
much I like Washington in comparison to North Carolina. 
[At Virginia State] I taught piano courses to college 
and community students, but I headed the Community Division: 
just children, there were no adults. It was an every- 
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ci y a couple of times, then you become bored. There aren’t 
where V| YOU Can 90 tD in D-C-’ the various concerts every¬ 
where Being originally a rural person, I was trying to oet 
away from the country. Y 9 ro get 
Wash Xn p61 JUSh ^ef°re 1 went there’ I bought a house Gin 
wash. D.C.], and I commuted back here on weekends. That 
helped break the monotony. I was determined to live in this 
area even though I had no job. It was so good to be away 
from Fayetteville State area. You get in positions where 
you re doing all of the teaching and you aren’t learning and 
developing your own person, and you can get in a rut. So I 
wasn’t really learning to the fullest extent. 
I heard about Ca position at U.D.C.3 on one of the 
weekend trips, and then applied. I went down to talk with 
the president. The staff was just getting started. A fel¬ 
low artist was on a committee which was assisting the presi¬ 
dent in hiring faculty. I hesitate to say black faculty, 
but there were a good deal of whites already hired and he 
helping to bring the black faculty members on board. 
Now this is not a black institution in the real sense of the 
word as concerns faculty. It’s quite a mixture of Asians, 
whites, blacks, from America as well as other parts of the 
world. Then, as now, the overwhelming majority of students 
were black. 
I was one of the first here Cat U.D.C.]. Those of us 
who were here first had to become semi-chairmen. There were 
only two of us and much of this responsibility just fell on 
my shoulders. You had to develop new courses with new 
names. And the people in the sixties who were madder than I 
was demanded that I know more about jazz than I knew. Con¬ 
sequently I found myself learning from students. I learned 
a lot because I had too. On the one hand being thrown in 
this position of teaching the history course because you 
were there first, and into the position of learning things 
because the students demanded that you knew what you were 
doing. I don’t blame them. My first couple of years teach¬ 
ing here were chaotic, rough, confusing, learning, restless, 
difficult, overbearing, but a terrifically good learning 
situa tion. 
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Cl teach] about three full days a week, with per- 
1/^"" rUmlln9 ‘"i0 te" dayS 3 Week‘ that I -ean part 
Of the responsibility of the piano teachers here is to ac¬ 
company senior recitals, informal student recitals and that 
th^ AU of the free time you think you have on 
he other two week days is spent in rehearsing with these 
people of informal and formal recital status. Then there is 
your own performance if you want to play a concert that 
year. Or if someone asks you to lecture, there is prepara¬ 
tion for that. Then I teach the History of Afro-American 
Music and that’s a two hour twice-per-week kind of class. I 
teach mainly music education majors. Most of the students 
in piano are Music Ed. There are other students here of 
course on the beginning level. There are more vocal and in¬ 
strumental students here than piano so I don’t have a huge 
schedule in piano. I have a zillion piano students in the 
group classes, from 010, which is the beginning, to 216, 
which is the end of a two-year course for classroom 
teachers. 
I’ve had to divide my time into the writing, the per¬ 
formance, and the teaching. And then don’t forget, dear old 
higher education requires the committees, the extras such as 
that, that make up your day plus the five office hours where 
you’re available for this, that, and the other. You’re 
stretched into about twenty different directions. Part of 
that also includes counseling of students through different 
directions, and collecting their brains so that somehow 
they’ll become some kind of qualified teachers or performers 
themselves. I must say that a lot of our students come to 
us performing and making a living before they ever reach 
here, and many are mature adults in the sense of age. 
They’re not the twenty-year-olders that we were graduating 
at Fisk at that age. These are people coming in in their 
twenties and thirties. Many of them work and are part-time 
people with part-time interest and part-time effort in the 
sense that they have to be. When I was a grad student, I 
worked part-time and went to school full-time. Economics 
and inflation together are such that they must work full¬ 
time and go to school part-time. It’s a frustrating situa¬ 
tion because this means that you graduate fewer students in 
the long run. 
I was one of the few people here in music whom they 
hired at D.C., then called Federal City College. I don’t 
think any of us really knew what we were doing when the stu¬ 
dents in the sixties demanded Black Studies, which boiled 
down to the fact that we didn’t know our heritage. Conse- 
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Lon L h ?kS Par a disgrace that I knew more about 
untn th*n 1 knew about John Work. I didn’t know 
h h h ’ UP°n S death’ that he had published well over a 
non-hrd C°^pos111ons* He was so shy all the time and such a 
th^nn^f9?K !°iiS pe^SOn until we simply didn’t know these 
things, the status of the man. You were walking elbow to 
elbow with Arna Bontemps and Aaron Douglas and not really 
knowing their work; it was ludicrous. So there should have 
been some courses to make us more aware of who we were 
My study on black music was a natural road to the his¬ 
tory of my background: to be curious about who I was from 
all fronts. None of the people of the fifties wanted to 
know that they were part African, much less admit that they 
had any roots in African music. Yet when jazz got started 
m the early 1900s, everybody loved the stuff, but nobody 
knew where the roots were: didn’t care, I think. Even the 
people in it couldn’t explain it. That’s where we come in. 
Little did I know when I started [the book] that Maude 
Cuny Hare had written such a book in 1936 and that James 
Trotter had written one in the late 1800s. These books 
hadn t been introduced to me. I stumbled by them quite by 
mistake. Eileen Southern’s book [The Music of Black 
Americans] was not yet out when I first began. Had I known 
hers was going to be out, I never would have started that 
trek across that dangerous committment to being a semi- 
historian because I was, after all, a performer. It was 
very dangerous, very shakey, but it was very rewarding. 
I went to Ghana to learn first-hand what the African 
^Lisic scene was all about. It was a tremendous experience. 
I’ve never had anything like that since because it was a 
finding of self and a finding of a musical heritage that 
seemed to come alive only with the trip there. There were 
just things there that were truer on the scene than they 
were in the textbooks. Once I got there I knew any African 
musician could explain it better than I knew it. I had no 
knowledge of this whole thing. I was there maybe two to 
three months. 
The joys [of writing] have been a finding of myself and 
my heritage. The joys have been finding some more music to 
perform which is directly related to my roots. The joys 
have been inspiring others to find themselves. This busi¬ 
ness of knowing oneself I should have had when I was in all 
sorts of unreal situations in the past. For instance, when 
I was at Juilliard, Bernard Wagner said something like, 
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Cowboy music is the only original music of America '• qnmp 
ho. it didn’t set .ell, but as a t.enty-year-oldktd I 
didn t know how to refute it. So when I finished writino 
one of the joys was to send him a copy, typos and all. 
t'?e problems involved first-rate editing. The 
111 ng from the first publisher, Crescendo, wasn’t all that 
great. We simply didn’t have the right editor. The typists 
whom I employed weren’t all that great. I must have had 
about three or four different typists during that first man- 
USC7P^; There were more typos than I’d ever seen, even on 
my drafts, and I was not a typist. So writing is no easy 
thing and then there is the difficulty of reading your own 
stuff. You need readers, and you need two kinds of readers: 
one for editing grammatical things and re-writing so that it 
flows better, then you need a reader who understands what is 
being said to see if it’s correct for content. To pay 
people to do that, you need the funds, and I didn’t always 
have this. When you produce research, money is reflected. 
So now the book produced in 1973 was less perfect than 
the one reprinted in 1976, and the one in 1985 at least is a 
little bit better than the one printed in 1976. But no 
book, I tell you, is perfect ever, no matter who writes it. 
Putting it in some concrete form so that others understand 
what you’re saying and accept it as documented proof of some 
statement that’s worth its weight in salt, say, is the real 
job . 
I’m very pleased that the information which I did not 
know as a student, which was the most motivation, is being 
disseminated along with other things, which is as it should 
be. Eileen’s fantastic biographical dictionary, her fantas¬ 
tic release, The Music of Black Americans, simply compli¬ 
ments and goes along with Maude Cuny Hare, the James Trot¬ 
ter , and mine because they all do different things. All of 
the things that have been released have been good and now 
people take note of at least one book or the other when 
they’re going to start such research. 
People who have family committments cannot totally com¬ 
mit themselves to anything like this. I was a person who 
could afford this time because I had no real commitment to 
children or husband. I could do what I wanted with my day 
for the most part. Very few people could, and this was a 
good feeling, could command me about. It was a good feeling 
only until the time that I realized if I were married, I 
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could take a sabbatical and he could 
there are advantages and disadvantaq 
t ion. 
pay the mortgage. So 
es to any sort of situa- 
Courses m the curriculum in these schools for the fu¬ 
ture of American education should be planned carefully as 
concerns [black music]. Many people feel that this should 
e separate from so-called standard courses in the cur¬ 
riculum. By standard they mean white-European, although all 
of Europe is not white if you read it correctly. They dis¬ 
like shoving the black course over here because lack of 
funds will not commit an institution to keeping the content 
ot the course. 
Its established here, and when it became a required 
course here, students resented it. They wanted a course but 
not if it was this much work. They felt that you should go 
to this course and just listen to the records, I’m sure, and 
never do anything else. As the course stayed in the cur¬ 
riculum over the years, I had to fight to keep it there many 
times, fighting blacks as well as whites sometimes. By then 
I believed in the idea. By then I had been to Africa and I 
was all gung-ho, and I was all keyed up, and this was it. 
It was a part of me, and I really believed in it. As the 
course stayed in the curriculum, the students got better and 
just this year a student transferring from another college 
said to me, "Everybody should be required to do this, every¬ 
body in the university." And this is where it has moved. 
It has gained the respect, and even Jazz History has gained 
respect, as a first-rate course which requires as much re¬ 
search as Introduction to Music Appreciation and such 
courses. 
I have never been in a history course which had enough 
time to cover the whole book so therefore I think right now 
[courses in black music] should be separate. There are some 
people who believe that it should not be because it would be 
kicked out if there were a budget restraint of some kind. I 
don’t feel that. I feel that information should be in¬ 
tegrated in the standard courses, and the others, at this 
time, should be kept separate and apart. There’s so much 
information that was just left out of the standard books, 
and that’s still true. People haven’t begun to realize yet 
that you’ve got to have more than the required one year His¬ 
tory of Western Music course. 
I’m resting. Actually I’m not. I just finished a lec¬ 
ture at the Smithsonian. I had to do the piano composers. 
I did excerpts in performance and talked about the histori- 
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cal definitions, historical composers, etc It 
citxng to do, but it must have taken me t.o weeks to'a^ th" 
whole thing together. I ended up writinq, edition 9 * the 
mg, practicing, speaking it, timing it down to thirty^* 
minutes, and performing the little examples so that no com- 
Qot more than one minute although you can’t do that 
with George Walker or T.J. Anderson or Ulysses Kay 
I’m going to continue teaching here because I enjoy the 
job, number one, and number two, there haven’t been any 
in this S‘ that 3 disgrace? Jobs are hard to come by 
in this area. Everybody loves the D.C. area. This is a 
young faculty here; nobody retires, not in piano anyway 
There is so much going on in this city until I don’t really 
want to move right now. It’s terribly expensive, but it’s a 
terribly exciting place to be. 
I enjoy this city. I can enjoy teaching anywhere 
around here as long as it’s in D.C. It’s the city more than 
IS the institution. Committees and programs and all of 
that are still being planned. The college is only about 
twenty years old. We’ve been in this thing together, and it 
seems each year there’s something old being rehashed and 
something new. In a sense it’s a very difficult university 
to teach at. At Howard and Virginia State and Tuskegee, 
when I taught there, the students seemed more serious. Some 
of the students coming in during the past two years have 
been so young they haven’t even begun to choose a major, and 
they need special counseling. And I’m back to John Work 
now, my dear friend, "You know you want to do this." So 
it’s a cyclic return. 
There are so many good musicians in the world. I was 
shocked to find out after I left North Carolina, I was not 
the greatest pianist at Juilliard School of Music. There 
were all these people knocking people over to get to the 
piano. I was a shy retiring little thing who had to learn 
another world and compete for my very life. This had noth¬ 
ing to do with scores and grades and stuff. I could always 
make them to stay afloat, but I’m talking about sheer gut- 
level competition that keeps you there for awhile, strug¬ 
gling against each other and enjoying the competition. 
There are so many good pianists in the world until jobs 
here, you don’t leave unless you go on a sabbatical or on 
legal leaves where the contract is signed so you can return. 
Unless some earth-shaking thing comes about, I’ll be here. 
CHAPTER VI 
ANALYSIS AND DISCUSSION OF THE INTERVIEW MATERIAL 
Chapter VI includes analysis and discussion of several 
topics concerning black professional musicians in higher ed¬ 
ucation. To help establish a framework for looking at this 
experience, the chapter begins with a section on the Euro¬ 
pean experience of black American musicians and its meaning 
to them. There is then a section on the continuing division 
between classical musicians and jazz musicians which will 
provide a background to the sections of the chapter which 
discusses the teaching positions, working with students, and 
working with colleagues. The chapter concludes with a dis¬ 
cussion of some of the issues involved in interviewing these 
participants who are well-known in the music world. 
Europe and Black Musicians 
Europe has had a special appeal for many American black 
musicians. This became established shortly after World War 
I with the arrival in England in 1919 of Will Marion Cook’s 
Southern Syncopated Orchestra which included Sidney Bechet. 
Jazz musicians especially were welcome in Europe from that 
time on, and Bechet, who was born in New Orleans, went so 
far as to adopt France as his home. His reasons included 
that France was closer to Africa, though the closeness he 
refers to may have been more his acceptance as a black man 
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among the French people rather than the physical closeness 
to the African continent. Since that time musicians have 
continued to seek out opportunities in Europe and some have 
chosen to marry European women and make their homes there as 
well. In the 1960s, a time of great transition for blacks 
m the United States, many musicians spent part of that time 
abroad. That group includes among others; Dexter Gordon, 
who recently starred in the film -Round Midnight; Johnny 
Griffin; Albert Heath; Ben Webster; Mai Waldron; and Bill 
Barron, who was a participant in this study. 
The appeal of Europe means different things to dif¬ 
ferent musicians. Of the participants in this study, one of 
the first to go to Europe was Max Roach in 1949. He de- 
scribes one of the first sensations as that of having the 
pressure of growing up black in America lifted off one’s 
shoulders. This was not something that took very long to 
sense, and in fact one member of the group felt it almost 
immediately. This is his memory of that time. 
I went to Europe for the first time in 1949 
with Charlie Parker and a whole host of us, Dizzy 
and Miles, and we were just amazed. And Bird, who 
was perhaps the most sensitive and perceptive of 
1 . Jazz Away From Home, by Chris Goddard, gives an in-depth 
portrait of the black musicians, dancers, and singers who 
performed in Europe during the 1920’s and early 1930’s, and 
how they were received, particularly in Paris and London. 
See also Sidney Bechet’s autobiography. Treat It Gent, le, 
which has several chapters on his life commuting between 
France and the United States. 
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everybody, the minute he stepped off the plane and 
hlt E7P®an S011’ looked at us and he sa,d, 
Can you feel it?’ And we said, 'Feel what?’ He 
said, Can’t you feel the difference, you know?’ 
I said, 'Feel the difference, what is it?’ All 
I m worried about is what we’re going to sound 
like tonight at the concert? It was later that I 
understood what he was talkinq about. He was 
talking about the pressure you felt from growing 
up black in the United States and saying, 'I 
wonder if I should go in here or not, am I going 
to be rejected in this restaurant.’ We grew up at 
a time, when we travelled on the road, and we 
travelled down South in these buses, until you 
didn’t know if you should stop and get a hamburger 
or a hotdog over here because you didn’t want, not 
that anything was going to happen, but just the 
fact that they would say, 'We don’t serve blacks.’ 
It s painful, right. But when we got to France, 
the first thing he realized was that that had 
nothing to do with it. Of course, you had to play 
your ass off. We wouldn’t have been there unless 
you could, unless you were somebody. But you 
know, nobody gives you anything for nothing, of 
course. You didn’t have that stumbling block to 
deal with: 'I wonder if I should do this, I wonder 
if I should stop here, I wonder if I should do 
that?’ So these kind of things weren’t there. 
As Roach says, some of the weight of being black may have 
been lifted, but the pressure to be a performing musician, 
and a superb one at that, was still very much apparent. It 
is their musical abilities which brought them to Europe and 
which will also determine if they are invited back. The 
release, or lifting, of the social pressure of being black 
in America is an added benefit, and one which most black 
Americans will never experience. This emphasis on one’s mu¬ 
sical talents alone will be mentioned later as contributing 
to the possible drawbacks of the European experience for 
black American musicians. 
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Max Roach went on to describe what the musical climate 
was like for them. It is clear from his version of that 
same tour that some of the greatest differences on the value 
of jazz music were found between the white European classi¬ 
cal musicians and the black American classical musicians. 
The Europeans were very open about their enthusiasm for the 
music and their admiration for its practitioners. 
The Europeans, and these were the European 
classical musicians, would make us aware of how 
important this music was. The classical musicians 
here, white or black, they didn’t, you know. 
There was a whole black faction who were classical 
musicians, who were classically trained, who were 
saying, 'Jazz, well what’s that jazz?’ There was 
that group, you know, what it does. But the Euro- 
Pean classical musicians, they were never on a 
high horse. They’d introduce themselves. 'Who 
are you?’ 'Well, we’re with the Paris Symphony, 
we’re with the Berlin this, we’re with that. 'My 
God, I’ve never heard anybody play music like 
that, and the technique.’ They made us aware that 
we were really involved in something that was very 
important. So then when we came back here after a 
year, like Coleman Hawkins I imagine must have 
felt, then we realized that there is something 
going on here that is important. 
The acceptance of jazz as a serious music is very much a 
part of the division that exists between jazz and classical 
artists. The most extreme negative reaction may actually 
come from some black American classical musicians, though 
many do not have any difficulty accepting the music on an 
equal standing with classical music. Part of the reaction 
could be that some black musicians see attention paid to 
jazz as diverting attention from their abilities to compete 
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on an equal basis in the classical music realm with their 
WhitS counterparts. This issue will be discussed below when 
these artists are coming into teaching positions and there 
is some question whether they should be placed in music de- 
partments or in departments of black studies. 
□ne participant who is a classical musician, and who 
incidentally was studying jazz piano at the time of the in¬ 
terview, is Natalie Hinderas. She also had a very positive 
reaction to her experience in Europe and in other parts of 
the world as well. It should be noted that she had an es- 
tab1ished reputation and was traveling under the auspices of 
the State Department. 
They set up a round-the-world tour. It was 
six months, and it was very exciting. During 
those times, you traveled first-class, and you had 
the best accomodations, and everything was great. 
That was really a fabulous tour because I was 
taken from the American environment and really 
thrown into the different environment completely, 
particularly starting with Yugoslavia in 1960 and 
then going into the Mid-East. Everything, the 
pacing, the attitudes, just everything was so dif¬ 
ferent. I made some good friends. I was very 
we 11-received among the musicians. I had a lot of 
crazy experiences on this tour, really funny. 
Somebody said, 'You’ll never be the same,’ and 
that’s true. 
Hinderas makes no mention of a change of perception of her¬ 
self as a black person in Europe. She speaks of the experi¬ 
ence in much the same way as any other classical musician. 
Perhaps this is indicative of the reception that black clas¬ 
sical artists may expect in Europe. Unfortunately she was 
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th. only participant who .pok. of th. axp.rl.nc. of . el.a- 
“e*‘ pl*ni‘t traveling .broad. Th. comp.ri.on of tr.v.l 
•xp.ri.nca. .broad of cl...lc.l .nd j.22 arti.t. i, .n ar.. 
which r.quir.a furth.r r.«.arch ba.ad on th. limit.d natur. 
of this study. 
Furth.r comment on Europ. by another participant who is 
a jazz artist dir.ct.d attention v.ry much to th. value of 
that experience for a black Am.rican. Archie Sh.pp s..s 
travel abroad, particularly to Europ., as a v.ry important 
opportunity for one to see one's self under different cir¬ 
cumstances and for one to see white society from a different 
perspec tive. 
Travel has taught me a lot about my own self, 
my role, my image. Going to Europe, for example, 
for a black man is indispensable. It's the first 
time, it's like you find a mirror which you can 
finally look into. It fills in some missing 
aspect of the personal it/ because there for the 
first time you meet white history. You meet Euro- 
Anglo-Saxon romantic history with ail its flaws, 
its lies, its fantasies, and whatever truth there 
is. But there is a certain truthfulness there be¬ 
cause Europeans are not afraid to tell black 
people what they think of them, to honestly tell 
them what they think of them. Meaning not onl/ nt 
the most extreme antipathy, but with the most ex¬ 
treme 'amore' and passion. Sometimes they are em¬ 
barrassingly Negrophile, and it’s necessary to 
deal with that. Just that kind of spectrum, the 
possibility of another way of looking at one’s 
self presents a lot of interesting and new changes 
in your own soul. 
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He describes it as "indispensable" and also speaks of the 
possibility of another way of looking at one's self." 
Again, these are opportunities that few black Americans can 
ever have, but they are a part of the experience of many 
black professional musicians. Shepp did not offer an expla¬ 
nation of why this "truthfulness" would be found in Europe 
and not found in America, or whether this truthfulness would 
be forthcoming from Europeans traveling outside of their own 
homelands. The American musician, whether white or black, 
is still an outsider when in Europe, and the treatment expe¬ 
rienced by black musicians is more a reaction to one’s musi¬ 
cal expertise rather than one's blackness. 
i s realization that it is the musicianship which pro¬ 
vides for greater acceptance may have its negative side as 
well. Marion Brown describes an interaction which he wit¬ 
nessed in Germany which gave proof to his feelings of still 
being a foreigner. It was his music shich was welcomed—he 
was still a foreigner or an outsider. 
They can separate you from it, from music. 
They can compartmentalize you. I was in Hamburg 
one time, years ago, making a T.V. program with 
some people, a German place, with a group of Amer¬ 
ican musicians, you know, a mixed group, white and 
black people. And so a couple of people got into 
some arguments with the T.V. technician, and I’ll 
remember today and I’ll never forget this German 
T.V. technician perched up on the top of his 
thing, he told this musician, he said, ‘Look, we 
don’t want you, we only want your music.’ And I 
looked at it, and I understood it, and it probably 
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meant more to me than it did to the guy that he 
was talking to, but I never forgot what he said 
because it was like proof of what I felt, you 
know. You can feel that in foreign countries. 
People, they don’t want you because you’re black, 
they want you because you play a kind of music 
that’s unique, and good-sounding music. A lot of 
people go along with this myth about going to 
Europe because it’s better for black people over 
there than it is here. No, man. I don’t know how 
it could be better for somebody to go that far 
away from home. 
Marion Brown is not so naive that he would think that he was 
being accepted because he is black. At the same time, the 
feelings of acceptance are so powerful and in such contrast 
to what has been experienced by black Americans in their own 
country that he may have wished it were so, even if only to 
have for a moment, that feeling that one is accepted by 
others than one’s own. This is doubly hard to take because 
not only is the jazz musician not accepted because he is 
black, but his blackness may even make him unacceptable. 
This is the separation that Brown speaks of, the desire of 
the Europeans to separate the music from the black man so 
that one can be had without the other. It is important to 
note that this interaction took place at a recording session 
in a television studio. The Europeans were among the first 
to record and document jazz history and today some of the 
better recordings of jazz artists are available on European 
labels. Also, the best films and videotapes of American 
jazz artists from the 1960s to the present were and are done 
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by the Europeans and the Japanese. What may at first appear 
to be an invitation to come to Europe and perform more than 
in the United States may actually be contributing to the 
separation of the black American jazz artist from his/her 
music . 
The Division Between Jazz and Classical Music 
The process of dividing the profiles into two groups 
for presentation in Chapters IV and V indicates the con¬ 
tinued separation between jazz music and classical music 
within music departments and in society in general. This 
may be seen on the programs by various artists which rarely 
include both musics; on the use of concert halls as to what 
type of music tends to be presented; and on the clear 
separation, both by label and by physical distance, which 
exists in most stores where recordings of these musics may 
be purchased. As opposed to other categories of music which 
separate one type from another, this separation may be more 
difficult to bridge because it is tied to a division between 
races of people as well as to the usual separation according 
to musical tastes. 
Jazz is a product of the black experience in this coun¬ 
try, and it has been and continues to be very closely tied 
to that experience. In his essay, "The Black Aesthetic Im¬ 
perative," Ron We 11 burn wrote that "black music has been the 
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vanguard reaction of black feeling and the continuous 
repository of black consciousness."= This became even more 
evident during the late 1960s and into the 1970s when jazz 
was called "black music" by some musicians, both black and 
white, and some members of the audience. At that time it 
was felt to be more accurate. Looking back at it today, the 
real motivation may have been more in line with this view 
described by Max Roach. 
I think the uses of the word 'black’ music 
and this and that and the other now has become a 
reactionary thing. I tell Fred CTillisH about 
that all the time, and we argue about it of 
course. It was a reaction to the white, so blacks 
say, 'Well, we want to have our own thing, too.’ 
It’s a reaction to racism. That’s what that 
terminology is like, black this and black that, 
because it still is. 
Calling the music "black music" doesn’t define the music any 
more accurately than when it is called "jazz," though it may 
give an indication of the source of its innovation. The 
term which unfortunately is the least used and which is the 
most accurate, or correct, as Hildred Roach said during her 
interviews, is "African-American music." This term was also 
used by Max Roach during an interview with Art Taylor in 
. Ron Wellburn, "The Black Aesthetic Imperative," in The 
Black Aesthetic by Addison Gayle, (Garden City, New York: 
1972), p. 126. Doubleday and Co., 
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1971, when "black music" was in vogue.® Roach's insight is 
born out by the fact that African-American music is still 
the more correct, though under-used, term, and "black music" 
has been used less and less over the past ten years. 
During the 1960s and early 1970s many jazz musicians 
were very much involved with the Black Nationalist Movement 
and the use of the new term "black music" gained momentum to 
reinforce that alignment of black artists with the political 
concerns of black Americans at that time. Bill Pierce was a 
young man at that time and he related how he saw that con¬ 
nection and how it affected him as a black man and as a 
musician. 
There was a lot of stuff that I had to ad¬ 
dress within myself, which I did by just getting 
involved in the Black Nationalist Movement. Ac¬ 
tually what it did was just to make me aware of 
who I was, my role in America, and what America 
was all about, at least in terms relative to me. 
I finally realized that I was a person and the 
thing with just having your consciousness raised. 
I had never realized or considered about me as a 
black person in America. I had no real rela¬ 
tionship or social interchange with white people 
except at the swimming hole down in the country 
and then this one teacher I had at Miami. In 
terms of music too, I just started seeing things a 
little more clearly. I finally just focused a 
little bit more. I realized a few things of what 
I had to do in terms of me as a musician and as a 
person. Jazz was involved with that whole move¬ 
ment. A lot of jazz musicians were outspoken, and 
they came to the school and talked. That was 
Kl. Arthur Taylor, Notes and Tones: Musician to Musician 
Interviews, (New York: Perigee, 1977), p. 110. 
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represented in the music that came out. Archie 
CShepp] in those days was a lot like that too. 
And Trane. That was a part of the movement, and 
the music was involved in it so I came into it ei¬ 
ther through the music or just the fact that I 
finally heard somebody say something good about me 
as a person. Black people did this, 'This is your 
history.’ I never knew anything about that. I 
never even considered it because nobody ever 
taught it. 
Black music was more than just another term for jazz. It 
was an important step by musicians toward reclaiming an art 
form, and it was a step by black Americans toward reclaiming 
an identity or realizing and claiming an identity, as Bill 
Pierce said—in one’s country where it had until that time 
been denied. 
By any name, jazz was a mode of expression for a wide 
range of feelings. Albert Murray, in his book The Omni- 
Americans, feels that among all the arts, "music does con¬ 
tain the most comprehensive rendering of the complexities of 
the American Negro experience."'* Musicians continued to find 
that they could express themselves through their music, but 
that only certain types of expression were expected of them 
or encouraged. The right to freedom of expression for some 
evolved into a demand on the part of record producers and 
critics for one expression and one only. Marion Brown found 
that he was expected to produce only what people thought of 
as "angry sounds." 
Albert Murray, The Omn i-Amer i cans, (New York: Vintage, 
1970), p. 146. 
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"The critics and people like that, they wrote 
me off from the time I started to be connected 
with these schools and started to try to make the 
kind of music that I did in Vista for Impulse. 
They started to write me off. They said it was 
too romantic and the feelings in it were too much 
of romance. So I’m not supposed to feel any 
romance nothing but just anger or sounds that 
people interpret as angry sounds." (MB) 
Marion Brown’s continued change in musical direction 
may or may not be associated with his pursuing a career in 
teaching, but as he was expected to only teach about a 
certain kind of music, he was also expected within the realm 
of jazz music to only produce a certain kind of music. 
Where he deviated from that, he was actively discouraged in 
this country to the point where he turned to European and 
Japanese labels to produce his music. There again he may 
have just been returning to the beginning of the cycle where 
perceptions of creative freedom would once more turn into a 
stifling of creativity as record companies demanded more of 
the same and actively discouraged their artists from per¬ 
forming music outside of the mold which was set for them. 
These artificial divisions within the jazz world had 
their counterpart in the classical music world. The 
participants in this study discussed that separation between 
jazz and classical music, and the separation between so- 
called "mainstream" elements and those elements which are 
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more progressive or current. In the United States that has 
frequently meant avoiding those elements in music which have 
a more black connection or connotation. Pearl Williams- 
Jones speaks here about this trend among American composers. 
American composers have been very single- 
minded in wanting to perpetuate the "Mayflower 
mentality*" that what they are writing is essen¬ 
tially a Euro—American music. They refuse to deal 
with Anton Dvorak’s concept at the turn of the 
century that a truly American music really needs 
to deal with indigenous musics. Of course, the 
American composers of that era, the turn of the 
century, were not interested in hearing that. 
What could spirituals or any music have to do with 
serious music or art music? It’s a whole philo¬ 
sophical racism in America’s music. Perhaps in 
the course of doing my own dissertation I will 
deal with some of that. 
Black music in its many forms has been avoided because Amer¬ 
ica has chosen to see the achievements of black artists as 
not serious or not artistic. Accepting the black artist on 
the same level and according to the same criteria as their 
white counterparts has not happened in this country and is 
not happening today. Bill Dixon discussed this same problem 
in terms of his colleagues at Bennington College, and he 
relates that example to the broader trend. 
Now I’m not saying everyone, but I’m saving the 
utter hostility of the Music Division was almost 
universal in terms of how this country views Amer¬ 
ican black music, jazz music if you want to call 
it that, when that music purports to be serious 
and challenging as an art form. When it is enter¬ 
tainment there is no problem. If it’s 'yukking 
up,’ making people laugh, making them feel loose, 
letting them physically engage themselves dance, 
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snap their fingers—there’s no problem. It’s when 
you say, 'I am an artist, I’m a black artist, and 
this is what we do,’ then the problems that have 
surfaced here primarily had to do with what they 
define as composition vis-a-vis improvisation. 
You had, at one time, the entire Music Division 
saying that there was no such thing as black 
music. 
The resistance of departments of music to black music 
reflects the habit of failing to to recognize black achieve¬ 
ments in this country. Yet our colleges and universities 
are asked to be more than a mirror of the good and bad in 
our society. Our schools are to be centers of learning. 
There is little hope that the society will change if the 
schools do not accept their mission and become the in¬ 
itiators of change rather than the repositories of the in¬ 
grained resistance to change. 
In a few schools there are some real changes taking 
place, and the participants were proud to point them out. 
At the University of the District of Columbia there is now 
offered a major in gospel music performance, singing and ac¬ 
companiment, and at the University of Massachusetts in Am¬ 
herst there is now a major in Afro-American Music and Jazz. 
These came about through the dedication of a few individuals 
and the cooperation and encouragement of the music depart¬ 
ments at those schools. How strong is their position can 
only be seen over time, but there will certainly be a need 
for continued commitment to their success because the 
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tendency is to move back toward the more traditional music 
curriculum. Fred Tillis, of the University of Massachu¬ 
setts, who has been teaching now for almost forty years, 
spoke of this tendency when he described the future for some 
of these jazz programs and the importance of the program 
where he teaches. 
My guess is that in music departments all 
over the country, jazz will never be dropped com¬ 
pletely from the curriculum. There are maybe nine 
hundred or a thousand music departments that are 
members of the National Association of Schools of 
Music. Of that close to a thousand, about two 
hundred and fifty offer a major, so only about one 
quarter offer a major in jazz or Afro-American 
music, whichever one. Most of them are 'jazz’ be¬ 
cause most people don’t want to deal with the term 
'Afro-American music.’ We do. We do them both, 
mainly because the Afro-American music term en¬ 
compasses other important aspects of the music. 
As Tillis points out, only a quarter of the schools who are 
members of NASM have jazz studies, and most of them "don’t 
want to deal with the term 'Afro-American music.’" What 
could be perceived as progress, in that jazz is now a part 
of the curriculum, must now be examined more closely. Ex¬ 
cept in a few cases, there continues to be the suppression 
of musical elements which have a black connection or con¬ 
notation. The fear of many black musicians that their music 
will be taken away may actually be happening at the same 
time that it is being "accepted" into the curriculum. The 
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"we don’t want you, we just want your music" phenomenon that 
Marion Brown found in Europe could be taking place in the 
United States as college jazz programs become dominated by 
white faculty/musicians. 
Recruitment of Musicians and Their Motivations 
to Join the Faculty 
The profiles in Chapters IV and V stand individually 
and as a group to give a comprehensive portrait of the lives 
of the participants whose interviews informed this study. 
Their experience is unusual because it is the experience of 
people with two lives: that of professional musician in aca¬ 
demia and that of black faculty in academia. This chapter 
includes discussion and analysis of these commonalities as 
well as the effect of this duality of experience—the com¬ 
bination of responses to the two levels of existence. 
A recurring theme in the profiles—sometimes mentioned 
and sometimes apparent in an indirect way—is the sense that 
the experience of black professional musicians in higher ed¬ 
ucation has been different. It is different from other art¬ 
ists and it is different from other black faculty members. 
What makes this situation sometimes hard to deal with is 
that it is never really clear whether the difference is be¬ 
cause they are professionaIs and are now dealing with those 
who are less capable in their profession, or whether it is 
because they are black and are now dealing with people who 
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operate from a perspective of racial bias. The black 
professional musician may never be comfortable or at home in 
the academy the way it has existed until now. By examining 
how these positions came about and how these musicians work 
with students and their colleagues, we can begin to under¬ 
stand their experience in light of its dual nature, and 
devise strategies to ensure that these artists continue to 
play their vital role in higher eduation. 
Recruitment of Black Professional Musicians 
In the late 1960’s and early 1970’s there were hiring 
practices for minority faculty put into effect at the pre¬ 
dominantly white colleges and universities which came about 
in response to the national social climate and the demands 
of the students at the time. There were new incentives and 
new pressures to actively recruit black faculty in order to 
offset the obvious inequalities between white and minority 
faculty on college and university campuses which had become 
a center of attention. Eleven of the fourteen participants 
in this study were offered teaching positions, and some 
still hold those positions today. As can be seen from the 
following comments, these policies were very much a product 
of the times, and they may have created more of a problem 
than they solved because they were short-lived and have not 
been replaced by other such policies or more equitible 
hiring practices. 
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Fred Till is was already teaching in Kentucky when he 
was offered the position he now holds. He described his 
awareness of the connections between the job offer and the 
political climate of the country at the time. 
In the meantime, I’m getting calls. The 
pressure’s coming on, the Vietnam War is on, and 
this society is beginning to say, 'Hey, you know 
we really don’t have any minorities here at our 
institutions.’ So I get a call, 'Would you be in¬ 
terested in coming to the University of Massachu¬ 
setts?’ I then had to go through the interview 
process. Since I was the first black that they 
were dealing with, that was interesting. That 
came to be. I came here in 1970. 
Natalie Hinderas had a similar experience at Temple 
University. She also feels that she and others were hired 
because of the pressures of that time. 
The only reason really that most of the uni¬ 
versities hired and integrated their faculty and 
recruited black students was because of 'affirma¬ 
tive action.’ That was the only reason. They 
did a little bit before, but they weren’t as con¬ 
scious of it. Affirmative action encouraged 
really truly democratic thinking. It forced it, 
but if I’m nice about it, I’ll say it encouraged 
it. People said, 'Well, we have to do this so 
we’ll do it; we have to get money.’ 
Frequently these black faculty were hired and their 
positions were supported by other sources of funds than the 
usual allotment for faculty. It was common for these 
musicians to know that they were paid from other monies than 
those for the typical faculty positions. Bill Dixon became 
the recipient of "black culture money" at his school in Ver¬ 
mont . 
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I came to Bennington in I960. One day the 
of.the college came to me, and he said 
that the Music Division wanted to hire me also 
part-time which would mean to say I would be part- 
time in the Dance Division and part-time in the 
Music Division which would make me ful1-time.... In 
order for me to remain full-time they had what* 
they called 'black culture money.’ The college 
allocated money for lectures and things like that. 
They decided then that they would allocate that 
money to me to let me continue teaching an In¬ 
troduction to Black Music class and make a small 
ensemb1e. 
In Massachusetts there were similar funds which were 
^v a i 1 Ie in the early 1970’s and which are no longer avail¬ 
able. In this instance, the positions funded in this way 
are called "pool positions." The result of using what is 
commonly called 'soft money’ rather than 'hard money’ for 
hiring black faculty is that when the funds are no longer 
available, black faculty are no longer being hired. 
It was also a period when the university had 
talked about "pooled positions" for minorities. 
This is all in the context of the deaths of these 
people [King, Kennedy], and the country being 
ready for this, and affirmative action. A certain 
amount of money was set aside in a pool to recruit 
minority faculty members: blacks, hispanics, or 
what have you. Because of that, departments in 
their drive to grow said, 'If that’s what it takes 
to grow, we’ll grow.’ I’m saying the incentive 
was not altogether altruistic or just on a musical 
basis. It was really with the support of our 
whole national government, and affirmative action, 
and particularly this university at that time and 
other universities who set aside so-called 'pool 
positions.’ This was at about the time, the early 
seventies, when up popped some minorities, partic¬ 
ularly blacks, at the University of Massachusetts. 
They weren’t here before that, and they’re not 
coming now. 
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In some cases, funding has been established and is used 
exclusively for black faculty or black artists. This may 
solve the problem of continued funding, but it may also 
create new problems by attaching a stigma to whoever holds 
the position. There is certainly the potential for other 
faculty to treat this person different because it is common 
knowledge that their position is handled differently from 
others. The following example is from Clyde Criner about a 
position which he was offered in the Spring of 19S3. 
I don’t think the music department was ready 
f°r it. The truth of the matter is that they 
didn t fund any of that. It was all done through 
the Black Student Association and the Luce Commit¬ 
tee. It was really not sponsored or supported by 
the music department at Uilliams. They really 
only reluctantly provided the space. I was on a 
Luce Fellowship. The Luce Fellowships are 
reserved for black artists in the performing arts 
to share and disseminate the black experience in 
the performing arts to the Uilliams community. 
The selected quotations above describe several instances of 
the reaction to pressures to integrate the faculties at col¬ 
leges and universities. It appears that these schools may 
have rushed into solving the problem, and in doing so, they 
not only didn’t solve the problem but may have created other 
problems which still affect black faculty today, particu¬ 
larly black artist/faculty. 
There was pressure to hire black faculty at these in¬ 
stitutions while at the same time, there were demands to 
hire black faculty specifically to teach about black music, 
either within a music department or as a cultural component 
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Of a newly formed black studies program. They may have been 
more encouraged to hire black professional musicians to meet 
one demand because they would then fulfill the other re¬ 
quirement of having more black faculty on campus. Perhaps 
these musicians were done a disservice in that they were 
hired partially or wholly to meet other demands which they 
were not a party to. The college was trying to solve two 
problems with one solution and failed on both counts. 
Spaces were then not available to black faculty who had the 
academic credentials because the musicians filled the quota, 
and the musicians were then expected to take on the 
responsibility of a full-time faculty position which they 
may not have any training or inclination to do because of 
their professional demands. 
This is not to say that many of these musicians 
wouldn’t be qualified to perform the duties of a full-time 
faculty member. Many are still serving in that capacity 
today. However, because many of these musicians could take 
on the responsibilities of a full-time position does not in¬ 
dicate that that was the only solution to the problems which 
faced these institutions some fifteen to twenty years ago. 
These schools responded as quickly as they could and saw the 
first possible solution as the only solution. As was men¬ 
tioned earlier, there were actually two problems or condi¬ 
tions which needed resolution: more blacks on the faculty 
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and black professionals/artists who could teach courses in 
black culture. There are at least two solutions called for 
and in the case of black artist/facu1ty there are several 
more possibilities. In Chapter II there was an article 
cited by James Hall which mentioned as many as five pos¬ 
sibilities for bringing artists into the academic setting, 
only one of which was as a full-time faculty member. 
Several of the artists profiles mention other teaching op¬ 
portunities such as guest lecturer, artist-in-residence, 
clinician, etc. There were part-time faculty included in 
the profiles. They are teaching and performing, but without 
"the same demands on their time as their full-time col¬ 
leagues. It appears that college faculty and administrators 
overlooked possible positions other than full-time when the 
demand was made to hire black faculty and black artists. 
The variety of positions for which still may be used to 
bring artists into academia will be discussed among the 
recommendations of Chapter VII. 
Professional and Financial Considerations 
As teaching positions were offered, many of these 
musicians had to then decide if they wanted to teach and 
whether a teaching position would be beneficial to them and 
to the continuation of their professional careers. There 
was usually a reluctance to teach, or certainly a doubtful 
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acceptance of the relative merits, because of the inter¬ 
ference with professional development. Those who went into 
teaching finally had to arrive at a compromise where the 
reasons to accept the teaching position outweighed the rea¬ 
sons for not doing so. 
Judith Adler, in her article "Academic Artists," dis- 
some of the points that might be considered by an 
artist offered a teaching position. For a variety of rea¬ 
sons the artist is drawn to the university and also repelled 
by it. Some of the appeal lies in the financial security of 
a faculty appointment. With the added benefit of being able 
to pursue his own research, the artist "can feel more purely 
professional than those artist whose projects are com¬ 
promised by other ways of making a living." And there is 
the promise of professional autonomy—that freedom from the 
audience which until now the artist had to "tolerate as an 
economic necessity while attempting to minimize its inter¬ 
ference in and influence over his work."” These financial 
and professional considerations are discussed here ac¬ 
companied by selected excerpts from the interviews. In some 
respects their response is similar to that of any other fac¬ 
ulty person. 
55. Judith Adler, "Academic Artists," p. 48. 
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For many musicians, any reluctance to teach was over¬ 
come by positions which seemed to be ideal. It may have 
been the opportunity to teach at a reputable school or with 
renowned faculty. An invitation to join such a faculty may 
have paid a compliment as well as a salary as can be seen in 
this comment from Bill Dixon. 
As far as coming to Bennington: first of all, 
it was impossible not to know that Bennington was 
a school that represented almost the epitome in 
terms of what we thought, we who were outside of 
it, the teaching of art should or could be within 
the confines of the academy. Bennington had a 
world-wide reputation. I, myself, had known about 
the school for many, many years, and never even 
remotely thought that I would ever be teaching in 
such a place. 
Continued professional growth was most desireable, 
whether the possibilities existed on campus or somewhere 
nearby. Many of these faculty were within a reasonable com¬ 
muting distance to New York City and mentioned that that was 
a consideration. Fred Tillis commented: 
I put together the notion of being able to 
realize more growth professionally and access to 
New York: those were the things that turned me to 
say 'yes’ .... I came as a result of that and being 
able to understand the system and to be able to 
have sufficient challenge and growth for what I 
want to do musically. 
For some, it seemed to be the right thing at the right 
time. The option to teach was seen as a solution to finan¬ 
cial difficulties, and was pursued as something most desire- 
able, though Stanley Cowell maintains that he was still in a 
position to bargain when he went in for an interview. 
271 
At that time, my daughter was born in 1977, 
and I was thinking about wanting to be closer to 
home. My wife was having health problems although 
she was still working, so that looked like a good 
reason to take a teaching position....So I went in 
to an interview with pretty much my own set ideas 
as to what they had to give me....He Cthe 
Chairman] told me what they were looking for, and 
it just happened to fall right into my lap. It 
was something I couldn’t refuse. 
In addition to some relief from financial difficulties, 
teaching could also appear as a welcome relief to the rigors 
of traveling and working professionally in music. Bill 
Pierce had been working steadily with Art Blakey for over 
two—and—a-ha1f years when he had an offer to take a full¬ 
time position at Berklee School of Music. 
When I came it was out of necessity, my 
financial situation, and I needed to work.... I 
came back to Berklee because the salary they of¬ 
fered me was where I could get off the road. I 
wanted to start teaching again and I wanted to 
study again which I really hadn’t been able to do. 
Especially for jazz musicians, the late 1960’s and 
early 1970’s were a fallow period for either performing or 
recording. Opportunities were infrequent and there was not 
the freedom to work as one would have liked. In such cases, 
as this described by Max Roach, a teaching position was very 
much needed during a time of professional instability. 
When I came to the university, the Republi¬ 
cans had come in, and the whole push culturally 
was to deal with things that had no message. It 
seemed like a concerted effort across the board. 
All record companies wanted you now just to play 
music for the sake of music. 'No message, please, 
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don’t give us any messages, we’re tired of this.’ 
The rock scene came in and just blew everybody 
away during that time. This was the latter part 
of the sixties and early seventies. The recording 
company people were asking you, 'Change over and 
come into this.’ 'Don’t be so serious.’ 'Be 
serious but no more messages.’ 'Let the people be 
happy and give them a chance to relax.’ We had 
just come out of the war, and the campuses were 
real hotbeds of political activity at the time. 
To defuse that one way was to say, 'Okay, let’s 
get the culture on a lighter note, have people 
dancing again and thinking about other things than 
the Vietnem War.’ Jazz as we knew it before was 
then placed on the back burner for record com¬ 
panies. I was happy that I could come to the uni- 
me, it came at a most opportune 
t i me . 
There were conditions at that time, and all of those condi¬ 
tions were necessary, which provided for teaching positions 
where they had not existed before. There were also condi¬ 
tions which provided the teachers for those opportunities: 
the unpredictable working schedules of many jazz musicians 
and the resulting financial insecurity. We once again have 
a Republican administration, there are some signs of more 
political activity on college campuses, and work for many 
musicians is as unsure as it ever was, but these positions 
are not there any more and the offers are not being made. 
There is not the pressure that there was at that time to 
hire black faculty and to teach the cultural component of 
black studies. 
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Balancing the Demands of Two Careers 
The participant profiles described how musicians fre¬ 
quently had to support themselves with other jobs as they 
were making progress in developing and pursuing a profes¬ 
sional career. In most instances these jobs did not inter¬ 
fere significantly with musical pursuits. However, it ap¬ 
peared that more problems arose when it came to teaching in 
higher education as many of these musicians were offered 
full-time positions, and they were expected to perform as 
any other full-time faculty member. University teaching is 
not just another job or a sideline. It is a profession, and 
demands the time and committment that might otherwise be 
held in reserve and devoted to one’s art. The conflicts ex¬ 
perienced by these musicians could have been predicted, but 
there still may have been no solution to the demands on one 
full-time person to do two full-time jobs. These faculty 
began by fully accepting these responsibilities of the posi¬ 
tion. They then had to weigh this against their 
responsibility to profession. Then they had to arrive at 
some compromise where they could function in both jobs to 
their satisfaction, and where this was not possible, a deci¬ 
sion had to be made about which part of that life would be 
modified and to what degree. Here the artist/professor is 
dealing with a conflict which most teachers do not face, or 
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do not face to the same extent. This was usually a very 
personal self-assessment which was carried out without the 
benefit of sharing it with other artist/teachers or with 
anyone from the administration of the school. 
When first coming into a new position, most of these 
musicians put their teaching first and allowed their profes¬ 
sional work to take second priority. Archie Shepp describes 
his own commitment, and that of several other participants, 
when he speaks of his involvement and sense of 
responsibility as a teacher on arriving at the University of 
Massachusetts. 
Actually when I started teaching, I had in¬ 
tended to drastically curtail my professional 
work....At that point we were participants in what 
I considered a great moment, at least as far as 
the potential of this music goes and the pos¬ 
sibilities of making it an intrinsic part of the 
academic environment and maintaining the experi¬ 
ential, the empirical aspect....I find myself 
here, in a way committed to academia, no matter 
what people may think that I’m in and out because 
I go on the road to earn money from time to time. 
The last part of the quotation refers to the present 
and indicates a sense of isolation from his colleagues. He 
knows that he is committed, but suspects that others may 
doubt that commitment because of the outward signs of having 
to travel to meet the demands of the profession. This was 
expressed by other participants that they felt that they 
were expected to function like other faculty, but could not 
because of professional commitments which could not always 
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be scheduled during breaks from classes. This may be the 
very same "option to teach" which had to be overcome in the 
first place and which has now come back to haunt the 
artist/teacher later in his/her career. 
Some artists may see themselves as doing everything 
that is required for their job and doing it well, but they 
may not have a sense of what full-time faculty involvement 
entails. Stanley Cowell, at Lehman College in the Bronx, 
evaluates his teaching this way. 
I think I do a good job teaching, and that’s 
the limits of where I want to go in academe....I 
try not to get sucked into things that take time 
away. My involvement is one hundred percent 
academic: teaching, period. 
Stanley talks about "where I want to go" and sees any¬ 
thing but teaching as taking time away from his primary 
responsibility to the college. Here again there is that 
same sense of isolation, that musician/faculty are expected 
to know what they should do and schedule their time accor¬ 
dingly. He sees that he is doing a good job and that his 
involvement is one hundred percent because he is devoted to 
teaching. Whether that conforms to the wishes of the admin¬ 
istration is not known, but we might suspect that it does 
not as he says that it is necessary to "try not to get 
sucked into things." In several interviews participants had 
difficulties getting tenure or promotions because of what 
they perceived as an unwillingness to take on administrative 
duties. Stanley spoke about his eligibility for tenure and 
admitted that he may have some trouble. 
I tend to be out of town when meetings occur 
so I miss being put on committees and stuff like 
that. I suppose that it may not look too good on 
my tenure candidacy. They’ll consider the fact 
that I don’t seem to take much interest in the ad¬ 
ministrative. And it’s true. I don’t want to be 
burdened with that. 
tendency of artists to avoid some of the demands on 
faculty other than teaching is a strategy that has been de¬ 
veloped to protect what little time is available to practice 
apd compose. It is something that has evolved in response 
to the demands of the faculty position and yet, in the case 
above, it has the potential to be se1f-destructive because 
it jeapordizes the retainment of the position. 
Musicians come into positions with what they think is a 
clear sense of what time they will have for their own pur¬ 
suits, but as every faculty member has found, there are al¬ 
ways added requirements or the "extras" as Hildred Roach ex- 
p1 ains. 
I’ve had to divide my time into the writing, 
the performance, and the teaching. And then don’t 
forget, dear old higher education requires the 
committees, the extras such as that, that make up 
your day plus the five office hours where you’re 
available for this, that, and the other. You’re 
stretched into about twenty different directions. 
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Artists who take full-time positions are not, for the 
most part, handled any differently than any other faculty 
member. When they are first on campus, they may get certain 
concessions, but once they have been there awhile, they 
start to be treated like anybody else. The fact that they 
are professional musicians doesn’t make much difference once 
they have been hired and the job that must be done is at the 
college and not on the bandstand. Bill Barron went so far 
as to become the chairman of the music department at Wes¬ 
leyan and he conceeds that he has some second thoughts about 
it because he simply has no time for the things he used to 
do . 
I’m beginning to understand more and more why 
they do that Creduce the teaching load for 
chairmen]. It’s the little things. The little 
things add up to a lot after awhile. You don’t 
see it until all of a sudden it’s rolling over you 
that, "Maybe I shouldn’t have done this....Some 
schools, once you’re the chairman you’re there for 
years. I guess I still would like to teach and 
write some music and so forth, and it seems as 
though the chairman might have a little difficulty 
doing that. 
can accept the requirements of a fac¬ 
ulty position, be stretched in twenty different directions, 
and suffer the loss of some or all of their time for profes¬ 
sional development, or they can try to avoid some of those 
additional responsibilities and run the risk of losing some 
of the benefits of the position or even the position itself. 
270 
As it was mentioned earlier, when one full-time person is 
trying to do two full-time jobs, there will be compromise 
and those things that once would never be given up may be 
sacrificed. 
As if that were not enough of a problem for the 
musician, there might also be some fallout from teaching 
back to one’s peers in the music world. Bill Pierce talks 
about how he is perceived differently by fellow musicians 
now that he is associated with the Berklee School of Music 
in Boston. 
Actually the school gets a lot of publicity 
because of the fact that at any gig Freddie Hub¬ 
bard always introduced me, 'This gentleman who’s 
playing, he’s a professor at Berklee School of 
Music.’ Even' when I was with Art Blakey, he used 
to do the same thing. I wasn’t sometimes all that 
p1 eased about him doing it that way because 
there’s a lot of that stigma in the world of play¬ 
ing, 'Oh, you’re one of them school guys.’ There 
is a definite stigma attached to it, but not so 
much anymore. There are so many guys like Archie, 
Rufus Reid, Max Roach; everybody out there almost 
is working somewhere. So there’s not the same 
kind of stigma about, "Oh, you’re one of them col¬ 
lege professors trying to come out here and play. 
As he says, more professional musicians are involved in 
teaching now, but there is still a stigma attached to that 
among one’s peers. Musicians may be associated with a col¬ 
lege or university, but that does not enhance—and may even 
detract from—their image in the professional world where an 
artist is judged according to other criteria than what or 
where they teach. It may be that it is not the teaching 
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position itself which is the detractor in the professional 
world, but more so the fact—and this may have developed 
over the past twenty years—that musicians who teach cannot 
maintain their performance skills and cannot progress as 
steadily as their peers who devote full-time to music. 
Musicians Who Have Found Balance in Academia 
Some of these musicians found teaching positions in 
which they feel comfortable and which they would like to 
continue, perhaps indefinitely. There were several factors 
present which contributed to this positive attitude towards 
one’s work and one’s colleagues. They include: 
1. Recognition from administrators on 
the job they are doing as well as 
encouragement to continue studying 
or develop new courses. 
2. Recognition as musicians and scholars 
from their peers and from administrators. 
3. Allowances for practice and performance. 
4. These faculty hold advanced degrees in 
music or are actively pursuing them. 
Many of the comments from the participants were much like 
these from Natalie Hinderas, Stanley Cowell and Pearl 
Williams-Jones. 
Temple has been wonderful and they have always en¬ 
couraged me, from the president down. As long as 
I run my studio that’s fine. Nobody ever looks 
over my shoulder. I don’t have to report and say 
I’m leaving at this time. As long as my students 
know, they’re okay. (NH) 
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The job also allowed that I was a performer and as 
such should be allowed to do my concerts. So I 
did that. I still travelled. (SC) 
I think this is true throughout universities and 
colleges and conservatories where you have faculty 
involved, whether it’s actors or musicians; if 
they’re in the performing arts, it’s understood 
that there has to be time to practice your craft 
or your art. (PWJ) 
A similar positive response was heard from these same facul¬ 
ty when they spoke of their colleagues. This is included in 
a later section of the analysis. 
The Return to the Professional World 
For some of these artists, the conditions which 
prompted them to accept teaching positions later changed 
satisfactorily so that they could once again pursue their 
primary interest which was a professional career in music. 
Max Roach was drawn back out from academia to the profes¬ 
sional world in much the same way that he was drawn into 
academia some six or seven years earlier, with the offer of 
steady work and a steady income. 
Then after I was here for maybe six years, 
then I began to get queries from people like CBS, 
"Did I feel like recording again? Did I want to 
come out and do some more concertizing?" And I 
said, "Well let’s see what it looks like" and it 
looked fairly good. So I took a leave from the 
university and the univeristy, they were gracious 
enough to say, "Well, we still would like to keep 
you on even if it’s at part time," and this is the 
arrangement that I have. So I’m on as a visiting 
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profess°r and it gives me an opportunity to record 
both >! comfortably. Rather than try to do 
I don t think I could have done that, 
honestly. Teaching is really a full-time job if 
you re really dealing with young minds. They 
depend a lot on you for things because when I was 
going to school it was like that. You have to be 
there. 
This represents the type of decision that artists must 
make about their careers and teaching positions. The artist 
cannot perform well in both jobs. He/she must decide which 
takes priority: the teaching or the professional music 
making, and then must accept the responsibility that the 
choice demands. 
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Working With Students 
In working with students these participants expressed 
much the same feelings that are common to faculty every¬ 
where. They did not like having to deal with students who 
were immature, nor did they have much tolerance for students 
who were not serious about their studies. These students 
often demanded just as much of the faculty member’s time, 
and they had neither the talent nor inclination for sig¬ 
nificant achievement. There was the added strain of stu¬ 
dents who took courses not because of any professional com¬ 
mitment, but rather to fulfill a "core requirement" or as an 
"elective. As expected, the participants especially enjoyed 
students who were "responsive pupils," students who were 
serious and would seek them out, students who were apprecia¬ 
tive of what they had to offer as professional musicians, 
and students who thanked their professors for taking the 
time with them. 
Sometimes these faculty seemed to contradict themselves 
when they complained about their less capable students on 
the one hand, and on the other they were very willing to 
work with those same students who needed extra help. Pear 1 
Williams-Jones spoke about how she and her colleagues share 
the burden of students requiring more help. 
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We need every one of these people that we 
have because so many of our students demand 
remedial courses. It means that all of us have to 
take a share in teaching some of those very 
elementary and basic things....It means that our 
faculty has to take on those responsibilities of 
preparing these students. 
Two other participants also spoke about their taking on 
students who were inexperienced or who needed additional 
training. Bill Dixon said that for one of his classes he 
would take students who had no experience in music." Bill 
Pierce sounded as if he got as much from working with stu¬ 
dents as they did. 
The courses I teach now are classroom 
courses. I purposely made myself ask for remedial 
courses, because I get the direct sort of thing. 
I feel good about beginning students, to build 
them up, to get them up to a certain level. 
In these instances, these faculty might also be 
motivated by a desire to prove something to themselves or to 
their colleagues. Perhaps it was to show that they could 
teach more difficult students 
these were signs of accepting 
and still succeed, or maybe 
the full responsibility of a 
faculty position, that their experience was needed just as 
much with the less gifted students as it was with those who 
were more advanced. 
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Black Students 
These black faculty did not necessarily have contact 
with the black students on campus because frequently those 
students were not majoring in music or were not taking the 
courses as electives. Coupled with this is the fact that 
black student enrollments have been dropping and there are 
fewer black students in every department than there were 
five or ten years ago. Bill Barron described his feelings 
about the situation at Wesleyan University where he teaches. 
I guess a black faculty member might have the 
additional responsibility of being alert to what 
the black students on campus are thinking and what 
their concerns are....I don’t see as many of the 
black students as I would like to by the nature of 
what I teach. That’s been a little 'downer.’ 
Hale Smith spoke of an identical situation at the Uni¬ 
versity of Connecticut in Storrs. 
I noticed the only course I had where there 
was a significant number of black students was in 
this "Black Experience in the Arts" course....In 
my strictly musical courses I don’t think I had 
more than six [black] students in all over that 
entire thirteen-and-a-half-year period. Now part 
of it was that there was not that big a concentra¬ 
tion of blacks in the Music Department. 
Bill Pierce who teaches at a school of music, found 
that the black students were certainly interested in music 
at Berklee, though when they took the jazz courses they did 
not perform as well as the students he was used to seeing. 
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It was really kind of distressing and kind of 
isappointing for me to see that most of the black 
students here weren’t even interested in jazz. 
And the ones that even attempted to play it 
weren’t really that proficient at playing. That 
was kind of disheartening for me. 
With the exception of two participants at a school in 
Washington, D. C. which had a large black population, these 
black faculty taught classes which were mostly made up of 
white students. Most of the black students were not major¬ 
ing in music so these teachers saw only a fraction of the 
now diminishing enrollment of black students in colleges and 
At the same time, they were very much concerned about 
black students in general and how they were managing in 
higher education. Natalie Hinderas is among those faculty 
who are aware that many of the black students who are ac¬ 
cepted into college do not go on to graduate. She spoke of 
a shared responsibility with black teachers and hopefully 
with white teachers to move these students along. 
I thought, "If they aren’t motivated by seme 
teachers this week, or somebody, they’re going to 
fall back." That’s the problem: we have to face 
the rut and the routine that has been comfortable 
for black students. 
At the University of Massachusetts, Archie Shepp talked 
about a "system designed for failure," which may explain the 
discrepency in the statistics of black students enrollemnts 
and numbers of graduates. 
286 
,ro f,ralher frustrating that black students 
are net fully prepared for a college education in 
many instances and there are no support systems to 
prepare them at the university....1 think it’s a 
question of a gap between liberal inclinations and 
a reactionary system. The liberals fight hard to 
get black kids from the ghetto into colleges and 
then the reactionaries take away all the pos¬ 
sibilities for their really evolving in a system 
like that; all the support systems are pulled out. 
In a sense it’s a system that’s designed for fail¬ 
ure....My greatest hope and optimism is rooted in 
the students... who’ve come back to the University 
and are now in positions in the administration 
working with black students, working with the Uni¬ 
versity at large. 
Though Archie is describing his perception of the 
plight of black students, his description may also fit the 
way some black artist faculty are handled in colleges and 
universities. Opportunities are created to bring them to 
campus and when the supports are pulled out, they are left 
to fend for themselves in a system for which they may be un¬ 
prepared . 
Advanced Students 
The drawbacks to university teaching for an artist in¬ 
clude that they will be cut off from some of the more gifted 
students because, though they may be advanced in one area, 
they may not meet the overall entrance standards of the uni¬ 
versity. Even when talented students are available, unless 
there has been a previous commitment to a professional level 
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of training, there will not be enough time with these stu¬ 
dents, due to the other demands of a liberal arts cur¬ 
riculum, for the real advancement that might be possible in 
four years. 
Where there were advanced students, these faculty spoke 
of them more as "colleagues," and they were willing to 
create special opportunities for them to progress beyond the 
standard requirements. Hale Smith spoke of his willingness 
to share on a different level with his advanced students and 
the sense of fulfillment that results. 
I had only a small number of pupils that I 
could talk with at a higher level like that, where 
it would work both ways, where their intelligence 
and understanding would sort of reciprocate— 
alternating current rather than direct I guess— 
where it would be going back and forth between 
teacher and pupil. 
Within the school environment there were limited op¬ 
portunities to work with advanced students. Stanley Cowell 
tried to encourage them within the same class structure 
along with his other students. 
Only if they get a chance to do the individu¬ 
al instruction thing. I’ve had not just pianists. 
I’ve had saxophone players and singers that take 
that. That’s about all I can do in that situa¬ 
tion. In the ensemble itself, if a person seems 
to rise above the group, I simply give him extra 
duties, extra functions. He takes more solos in 
the ensemble. I encourage him to write for the 
ensemble. The pleasure is certainly all mine. 
It’s so easy to work with them. 
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Outside the formal classroom, there are numerous op¬ 
portunities for faculty to «ork with their exceptional stu¬ 
dents, which may include professional work in a club setting 
or on a recording. For jazz musicians there are consider¬ 
ably more possibilities to work with their students. In 
this respect they can offer something which their colleagues 
cannot. Bill Dixon was the exception at Bennington College. 
I have had professional working relationships 
with students where I have actually used them in 
my professional work. I’m one of the few people 
who have had students tour with me and record with 
me. 
Archie Shepp accomplished something similar and actual¬ 
ly developed the concept of his Attica Blues Big Band from 
the exceptional students and peers that he was working with 
at that time. 
Over a period of time in some of my classes, 
I began to think, what’s a better way to prove 
that than to take some of these kids out of the 
school — just the way I had been taking off to 
work—and take them to give them a kind of a work- 
study in their profession which is music. I felt 
that the "Attica Blues" album proved a lot....I 
think it could have been a great step forward for 
us in terms of beginning to open up another kind 
of engagement between academia and professional 
people like myself. Perhaps eventually if they 
began to throw their support behind us, the idea 
could spin off into something really important 
from a cultural point of view, and important for 
the students as well. 
The opportunites for working with these students were 
infrequent as each faculty could name the more advanced stu¬ 
dents they had worked with over the years. Where it did 
happen it was a good experience for the students and the 
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musician/teacher because it is an instance .here the poten¬ 
tial of the interaction of professional musician and higher 
education is realized. When these artists are working with 
the average students, their experience is not fundamentally 
different from any of their colleagues, and it would not be 
expected to be different. Where the students benefit from 
the musician as teacher is when they can learn from that 
professional experience, and work in situations which test 
what they have learned in the classroom. It is unfortunate 
that the faculty who had worked with students professionally 
spoke of experiences from at least several years earlier. 
Bill Dixon now uses professional musicians for his work, and 
Archie hasn’t toured with students since that date in 1979. 
It could not be determined from these participants whether 
those opportunities no longer were possible because of the 
level of their students or whether they themselves no longer 
had the energy required to bring about some of those same 
opportunities. It was clear that in these instances there 
was no support or encouragement from the administration of 
the school. Working professionally with one’s teacher was 
an extracurricu1ar activity which was arranged by a faculty 
member and carried out in addition to their other duties, 
and one which fulfilled no academic requirements for the 
students. 
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Creating a New Course or Major 
Some participants were given the chance to establish 
new courses or a new major at their schools. This was an 
opportunity to which they responded with the dedication and 
sense of involvement which would be expected of full-time 
faculty. In accepting the offer, they came up with some ex¬ 
citing and demanding classes. The popularity of a new 
course actually set some attendence records for both white 
and black students when Clyde Criner offered his concept of 
a course on black music and musicians at Williams College. 
We had the class at Williams this past 
semester and I had close to a hundred and fifty 
students in that which is a record for the music 
department. They’ve never had that type of 
response for a music course at Williams. The un¬ 
dergraduates were open to learning and the course 
was fresh and exciting....That course set a lot of 
precedents. It was the largest number of black 
students to attend the same course at Williams 
College. The black student population is small to 
begin with, but the brothers and sisters turned 
out. 
Most faculty come into departments with an established 
curriculum so there are not opportunities to actually create 
a new major. Because black music was a new area of study, 
three participants were encouraged to design and impliment a 
major which reflected their expertise. These offered some 
exciting possibilities. Pear 1 Williams-Jones offered a pro¬ 
gram which included gospel music studies at the University 
of the District of Columbia. This is the first year that 
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our department has a degree program focused on black music 
studies. The degree is a bachelor of music with a con¬ 
centration in jazz studies or in gospel studies." At the 
University of Massachusetts Archie Shepp was involved with 
two of the other participants in this study in developing a 
major in black music which included instrumental and vocal 
components. "We developed a major...cal led African-American 
and Jazz. That was put together primarily by Max 
CRoach] and Fred Tillis and myself." Bill Dixon’s plans for 
a black music major developed into the establishment of the 
Black Music Division at Bennington College. 
I made a curriculum that fit this school, 
that’s what I did. The curriculum is still in ef¬ 
fect. ...At the end of that year I went before the 
faculty, they voted unanimously, and we became the 
eighth Division in the history of this school. I 
did it. No other faculty person has ever done it 
in that school. 
At most school it may not be possible for artists to 
establish courses or design a new major which focuses on 
their specialty. It is understood that this is not a common 
occurance, but where it has been encouraged, it appears to 
have been successful both for the students and for the fac¬ 
ulty invo1ved. 
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Working With Colleagues 
In Academic Artists," Judith Adler argues that there 
must naturally be problems where the culture and lifestyle 
of the artist meet the culture and lifestyle of the academ¬ 
ic. What was once called the bohemian lifestyle of the in¬ 
dependent craftsman, that which is part myth and partly the 
reality of the artist’s world, is naturally in opposition to 
the organization required in the business or academic world. 
Artists tend to work in isolated and se1f-regu1ated circum¬ 
stances, while the academic is expected to be a member of a 
team and to have a more predictable involvement with the 
students and other faculty. These worlds are far enough 
apart that for most, one is either an artist or an academic. 
There are few who can be both and perform well in each 
situation.* 
In their comments about their colleagues, the 
participants in this study either had little to say and what 
they did share tended to be positive, or they had much to 
say and it was of a more critical nature. There was a clear 
division between the two types of responses. Musicians who 
were involved in a music department on an equal footing with 
the other faculty expressed a more positive feeling toward 
*. Judith Adler, "Academic Artists," Society 14:1 (Nov-Dee 
1976): 46-50. 
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their colleague*, and they felt that they »ere respected in 
return. These also were faculty who were trained in classi¬ 
cal music and/or had an advanced degree in music or a re¬ 
lated field such as education. Those faculty who were 
teaching through another department, such as Black Studies 
or Afro-American Studies and/or those who were teaching on a 
part-time basis, and were removed from the direct interac¬ 
tion with their colleagues in music tended to be less posi¬ 
tive in their comments and occasionally they went on at some 
length. These tended to be faculty who were jazz artists 
and had very solid professional credentials, but who did not 
have an advanced degree in music or some related field. It 
was these faculty who described the greatest gap between 
what they felt could be and what they believed actually ex¬ 
isted. 
There a number of possible explanations which might ex¬ 
plain all or part of this response. There is naturally a 
reluctance to talk about one’s colleagues except in the most 
favorable terms when one is still working closely with them. 
There would also be a reluctance to discuss how one is per¬ 
ceived by one’s colleagues for the same reason. The Written 
Consent Form (see Appendix) may have some bearing here as 
well since it is understood by the participant that the in¬ 
terviews would be written up as part of this research and 
that they could be used in a report at another time. Speak- 
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mg candidly about one’s co-workers, however honest and ob¬ 
jective these appraisals might be, could have some serious 
and long-lasting effects in the workplace. Part of the ex¬ 
planation for this unwillingness to participate as fully on 
this particular topic could also be found in the Limitations 
section of the Methodology in Chapter III. The research 
concerns the experience of black artist/faculty and the re¬ 
searcher is a white graduate student. There are two fac¬ 
tors, the white/black relationship and the student/professor 
relationship which surely must have effected the change in 
the level of discourse and interaction. All of these fac¬ 
tors may have a bearing on this limitation of the research. 
The participants who were more comfortable in academia 
made comments such as these about their colleagues. 
We have a very energetic, dedicated faculty, 
an outstanding faculty. (PWJ) 
I’m proud to be involved in that situation 
with those people. Professionally, all of them 
seem to function very well, and that gives me hope 
that I can function artistically with no problems. 
(SC) 
There have been some difficult moments, but 
not many. I don’t anticipate any. I’ll be the 
positive thinker. (BB) 
I made a point of never speaking out behind 
anyone’s back or anything like that and I would 
never let anything I said degenerate to a personal 
1 eve 1. (HS) 
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1 definitely been encouraged every bit of 
the way, and have had very fine support....There 
is certainly recognition of my work as a scholar 
in black music that is on a par with the recogni¬ 
tion of any scholar at any university who is 
^K9t9e^o,i1^imP°rtant research» ar*d I appreciate that. (PWJ) 
The comment on "never speaking out behind anyone’s 
back" may also be the cautious approach of participants when 
given an opportunity to talk about their black colleagues. 
The comments about black faculty were almost totally absent 
and may again indicate a reluctance to speak about certain 
issues or individuals with an "outsider." There was very 
little said about other black faculty, and when the topic 
was pursued the comments were brief. This response from 
Stanley Cowell was typical. 
There are two blacks including myself. One 
other, Ulysses Kay, the composer. I’m quite proud 
to be associated with the faculty. 
The faculty who were more outspoken were those who are 
still more closely aligned with the world of the artist and 
less with the world of academia. Their comments reveal that 
they are speaking from the point of view of an artist and 
not that of a faculty member. 
The person that is creative and wants to go 
forward, always they seem to be held back by those 
that are the more conservative. (JB) 
It must be understood that these artists had estab¬ 
lished themselves as professionals long before they came to 
be faculty members. The two who were more vocal than most 
are Archie Shepp and Bill Dixon. These artists had estab- 
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lished themselves during the 1960s when they were a part of 
what was then called the avant garde in jazz, and they were 
certainly outspoken at that time. Both were coming up 
through a time of heightened black awareness in this coun¬ 
try, and as musicians, they were on the forefront of the 
great changes taking place. Both commented that they felt 
that as artists they were viewed with suspician by their 
colleagues from the beginning. 
I didn’t want to appear as a young upstart, 
or older upstart because you can imagine how old I 
was, but when you hit a strange place, people in 
academic circles always view you with suspician 
when you’re coming in doing everything differently 
than they did. (BD) 
I think I’m perceived as a maverick, essen¬ 
tially a non-academic type. I think I’m somewhat 
mistrusted, or should I say reluctantly trusted, 
with a great deal of inhibition and caution thrown 
in. (AS) 
Bill Dixon commented further on his differences with 
his colleagues when he described how the Black Music Divi¬ 
sion, which he founded, was recently absorbed by the Music 
Division at Bennington College. 
My students excelled. People were stunned at 
what they could do. And it began to cause a 
little thing there because I was accused, 'Well, 
who does he think he is?’ 'How come he can’t do 
it the way we do it.’ I began to hear then the 
'Bennington Way,’ and how they had been doing 
things for the last twenty or thirty years. If I 
heard it once, I heard it a thousand times. The 
alienation was setting in....I think that what has 
happened is that a white faculty who finds me in¬ 
timidating but also finds that I know what the 
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hell I’m talking about can manage to keep me al¬ 
ways over there. Worse than that, they have taken 
away the thing that I created for ten years, and 
now expect me to, in some kind of capacity, be in 
the room with them. At my age, let me tell you, 
it s kind of difficult. (BD) 
For the black professional musician in the predomi¬ 
nantly white institution, there may always be that feeling 
that it really is a racial issue. The participants for this 
research are found in what Rosabeth Moss Kanter calls 
skewed populations", i.e. up to but not exceeding fifteen 
percent minority faculty to at least eighty-five percent ma¬ 
jority faculty. Within such populations, we may expect 
signs of the dynamics of tokenism such as increased 
visibility of minority faculty, exaggeration of differences 
between majority and minority, and added performance pres¬ 
sure within the department. Bill Dixon speaks about his in¬ 
teractions with other faculty. 
In these schools, or at Bennington, you find 
that if you insist upon something, if I insist 
upon having what I need to teach my classes, I’m 
called "a militant." If a white person does it 
and doesn’t change his mind about the standards, 
he’s called "driving a tough bargain," which is a 
very admirable trait....It seemed to me that there 
was fear because that was a sort of hallowed 
ground. I was the first black one there who was 
going to make a dent. I always believed that if 
they had thought I was going to succeed they 
wouldn’t have ever even let me into the school. 
The lack of racial confrontation might indicate a prob¬ 
lem of another kind: the subtle and inconspicuous racism. 
Three of the participants spoke of themselves as being the 
invisible man. 
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It’s like I don’t exist. (CC) 
It s a blindness. They just don’t perceive, 
any people just do not perceive. That of course 
is one of the most difficult hurdles to overcome, 
just to get somebody to know you’re there. (HS) 
Now one of the things you find out in teach¬ 
ing in a place like this is—it’s not that they’re 
racist in your traditional sense. No one’s going 
to call you a nigger, they’re not going to do 
that....You realize that the racism that they are 
practicing has to do with making believe you’re 
not there....Don’t forget, every one of these fac¬ 
ulty people, when they go to New York they behave 
a whole lot differently because in that subway 
there are a whole lot of people that look like me 
( BD ) 
One participant mentioned the super-black syndrome. 
This is a condition where a black hired onto the faculty at 
a white institution mght be expected to not only be com- 
petant in all areas, but might be expected to have a higher 
profile than the other faculty: to be a stellar example of 
the black professor. He or she could not just be an average 
black faculty member like there are average white faculty 
members. Bill Dixon related a conversation on this subject. 
I got into a discussion once with a faculty 
member. I was talking about the fact that they 
almost systematically refused to hire any black 
writers. One thing ran on to another and I said, 
'What about Richard Wright; this would have been a 
great place for him.’ They said, 'Oh, we tried to 
get him after such-and-such.’ I said, 'No, no, 
no. When he first came from Mississippi--not 
after he published Black Boy and Native Son, when 
he was famous.’ And they couldn’t make the con¬ 
nection. In other words, they’re always looking 
for super—b1acks. I told them once, 'You guys 
should stop looking for super-blacks. 'Get blacks 
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like you cats, who are just ordinary guys. 'But 
stop trying to get a super-black to come in here, 
and you’re not super. 'Super-black wants to be 
with super-whites.’ 
There is a complex relationship when black professional 
musicians are a part of predominantly white faculties. The 
artist may feel that he is much more visible, and he may ex¬ 
aggerate the differences with his colleagues, and he may 
feel that there is more pressure to perform in prescribed 
ways. There are some fundamental ways in which he is 
different: as the artist among academics, as a black among 
whites, as a musician without academic credentials among 
those who have them. There is also a class difference which 
may be attributed to growing up black in this country. Bill 
Dixon included some of these points when he summed up his 
difficulties with his colleagues. 
Part of it has to do, I’ll be very candid 
with you, has to do with being black, it has to do 
with being an artist—certainly a sensitive one— 
who thus far hasn’t done anything except his work. 
I’ve never compromised one bit of my work, not 
that, not that at all. I don’t think people like 
dealing with a person who has managed not to do 
that. The other thing I think also has to do, and 
I’ve given it a great deal of thought over the 
past five years, it does have to do with my per¬ 
sona 1 i ty .... Peop 1 e don’t want to deal with you if 
you are what they call unmalleable. So a part of 
it is my own fault, too. I just don’t have the 
ability to be a "yes" man, I just can’t do it. 
There are many possible explanations why most of the 
participants were reluctant to speak about their relations 
with their colleagues in an interview. Those that did speak 
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out were able to illuminate how intricate those rela¬ 
tionships are. A black interviewer or an interviewer seen 
as a colleague may have gotten more varied and perhaps more 
in-depth responses. 
Reflections on the Methodology, and Interviewing 
"Elite" Participants 
This research involved participants who are very well 
known in music circles although they may not be known to 
many of the general public. Lewis Dexter’s book, Elite and 
Spec i a 1ized—I nterviewinq, which discusses the special prob¬ 
lems of interviewing those in important or exposed posi¬ 
tions, alerted the researcher to these concerns.7 In a 
similar capacity, Qriana Fallaci’s Interview with History, 
with introductions describing her interviews with world 
political figures written by Ms. Fallaci, was also useful.R 
Discussion of elements of this research includes: the 
strategy of contact and access, scheduling the interviews, 
and points first raised in the Limitations section of Chap¬ 
ter I: white researcher/black participants, and the 
availability of participants involved in either jazz or 
classical music. 
^. Lewis Dexter, Elite and Specialized Interviewing, 
(Evanston, Ill.: Northwestern University Press, 1970). 
™. Oriana Fallaci, Interview with History, (New York: 
Liveright, 1976). 
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It was anticipated that there would be problems locat¬ 
ing participants who would be interested in the research and 
able to commit themselves to a series of interviews. The 
fact that they were involved in two careers, usually two 
full-time careers, made it especially difficult for them to 
schedule time for an activity which did not directly in¬ 
fluence either their teaching or their music careers. The 
researcher had already made contact with several possible 
participants which prompted the research initially. These 
participants agreed to take part in the study largely based 
on this previous personal interaction and their understand¬ 
ing of the researcher’s commitment to the topic. They sug¬ 
gested other possible participants and each gave permission, 
even encouraged the researcher, to use his or her name when 
contacting these musicians. Using this informal but effec¬ 
tive "grapevine" that exists in the world of professional 
musicians proved to be surest way of securing a commitment 
to take part in the study from these teacher/musicians. 
Even though a participant was willing to take part, 
scheduling the interviews was a matter which required a 
balance of patience and perseverance. Those who were within 
a comfortable commuting distance for the interviewer—one 
hundred miles—were scheduled as quickly as possible so that 
the interviewing cycle could begin. Those who were com¬ 
muters themselves, commuting to the teaching position for a 
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fBW d3yS a “Sek and then home' or *hd *ere considerable dis¬ 
tance away, required several telephone calls back and forth 
to arrange the interviews. Occasionally this worked out 
well; Hale Smith and Jaki Byard were interviewed during the 
same trip to the Long Island and New York City area. At 
other times, it work out, but was not so convenient; Hildred 
Roach and Pearl Wi11iams-Jones, both at the University of 
the District of Columbia, had to be interviewed on two sepa¬ 
rate trips to Washington, D. C. With Natalie Hinderas, 
there was a hospital stay and a concert tour which postponed 
the interviews for about six months from the time we first 
spoke about scheduling them. 
Most of the interviews were held in the participants’ 
homes, a few in their office at the college or university. 
There may have actually been fewer interruptions in the home 
and it was always a more comfortable environment for both 
the participant and the interviewer. As most of the 
participants had been interviewed many times, frequently at 
their homes, it was this interviewer who was the less expe¬ 
rienced with the conditions. Several times the interviewer 
shared a meal with the participant and family members who 
were present, either before or after a part of the inter- 
v i ew . 
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The anticipated limitation of being a white researcher 
interviewing black participants may have had its greatest 
impact at the beginning of the process. There were several 
instances where the Contact and Access phase was not 
completed: calls were not returned or the potential inter¬ 
viewee was not available, and there were opportunities where 
we did speak, but for one reason or another the interviews 
were inconvenient and could not be scheduled. There are 
many other explanations for this which may have applied. 
These are very busy people with their time committed months 
in advance, and sometimes their schedules are subject to 
major changes, usually on the professional music side, which 
cannot be foreseen. 
Originally it was anticipated that the participants 
would be jazz musicians as these were the mus i cian/teachers 
who were known most readily to the researcher. In actuality 
there were several classical musicians and a gospel music 
performer also included. This proved to be critical to an 
understanding of the interview material as it gave a more 
balanced context. It also gave an indication of the trends 
within departments of music which are continuing and which 
influence hiring practices for professional musicians today. 
The impact of these trends is discussed in Chapter VII. 
304 
The material from the interviews is presented in two 
ways which build on each other to give a more total picture 
of the nature of the experience of black professional 
musicians in higher education. Chapter IV includes individ¬ 
ual profiles of those participants known for their work in 
the jazz field. Chapter V includes profiles of musicians 
known for their work in the classical and gospel music 
fields. In both chapters the profiles are presented 
chronologically by date of birth. The result is an in-depth 
understanding of the individual’s lives and the meaning they 
make of their experience. In Chapter VI there is discussion 
of the important topics related to that experience using ex- 
CBrp ts from the interviews. This permits the researcher to 
share some of his findings, focus attention on the major 
concerns of the participants, and share enthusiasm for the 
topic and the many continuing issues which were raised. 
The methodology of the phenomenological in-depth inter¬ 
view was critical to the outcome of the research. It al¬ 
lowed for an exploration of the each participant’s experi¬ 
ence, and uncovered issues which could not have been predic¬ 
ted . Some of the biographical information was already 
known, but the greater detail about working professionally 
and the extensive detail about teaching made this research 
all the more meaningful. The sharing of their teaching ex¬ 
perience and the accompanying feelings about their teaching 
305 
of most interest to this researcher because it »s un¬ 
available from any other source. As several of the 
participants said, though they had been interviewed many 
times, they had not discussed this part of their careers be- 
fore with anyone. 
This lack of discussion and acknowledgement motivated 
the researcher to begin the study. Why was this important 
work of black professional musicians not included in any in¬ 
terviews with the artists or biographical accounts of their 
lives? What little information was available, as cited in 
Chapter I, was usually available only from such journals as 
the Black Perspective in Music, or Black Music Research. it 
is commonly held that if the achievements of individuals, or 
a people, are not recognized and reported, that those 
achievements do not exist, and that the people may be seen 
as less than they are and may see themselves as less because 
of that. The responsibility of acknowledging this black 
contribution to American higher education cannot rest only 
with black researchers and journals devoted to black af¬ 
fairs. As the experience of the participants became known 
during the course of this study, and their stories were 
shared, the value of this study to under stand i ng the black 
contribution to music studies in higher education became 
more clear, and the importance of the work gained new 
mean1ng . 
CHAPTER VII 
IMPLICATIONS AND RECOMMENDATIONS 
The experience of black professional musicians in high¬ 
er education can only be understood in the context of the 
hiring practices of colleges and universities towards black 
and minority faculty, and the progress of black studies in 
this country’s colleges and universities over the past twen¬ 
ty years. The implications of the study in terms of these 
artists in academia include three areas: financial security 
and professional stability for musicians, priorities of 
musician/faculty, and current hiring practices of black fac¬ 
ulty in departments of music. There are also implications 
from the methodology which will be included at the end of 
the chapter. 
Many musicians now teaching in full-time faculty posi¬ 
tions do not have the standard academic credentials tradi¬ 
tionally required of professors in higher education. For 
some of these artists, particularly those involved in jazz 
with the attendant vagaries of concert and recording sched¬ 
ules, the motivation to teach was based more on the promise 
of financial security than on the personal desire and deci¬ 
sion to teach. This is still a priority today, although 
most of the participants have accepted teaching as another 
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important aspect of their career. Some of these artists 
have adapted successfully to the academic life by shifting 
their priorities to meet the new demands. They have ac¬ 
cepted the responsibility of the faculty position and have 
made the necessary adjustments to becoming a part of academ¬ 
ia. Those who enjoy teaching and are comfortable in the 
teaching position are those who have settled this question. 
They have made the decision as to which will be their main 
vocation that which will get the majority of his/her time— 
because he/she can’t do both successfully full-time. 
And finally, it is clear that the caliber of artists 
who were recruited in the late 1960s and early 1970s are no 
longer sought out for full-time faculty positions. This is 
related to the black music/black studies implications dis¬ 
cussed below. Music departments have not changed their re¬ 
quirements for faculty, and those musicians who are being 
hired must meet the academic standards in addition to 
whatever professional credentials they may bring. Among the 
participants, the musician most recently hired believes that 
his graduate degrees in music and education and a thorough 
knowledge of classical music were the keys to his employ¬ 
ment, though he is recognized as a jazz artist. 
There are several recommendations for the continued in¬ 
volvement of professional musicians in higher education 
which include: (a) alternatives to full-time positions, (b) 
joint appointments, and (c) realizing the benefits of the 
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artist to his colleagues and of the academy to the artist. 
There must be alternatives to full-time faculty positions in 
order to facilitate bringing professional musicians and 
other artists to campus. The establishment of alternative 
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positions recognizes and takes into account that musicians 
have other major professional commitments of their time. A 
recent development at the University of Massachusetts is the 
Jazz in July Program, which began in 1982. This is a two- 
week program of classes, workshops and performances devoted 
to improvisation where the faculty includes many black 
professional musicians, some of whom have a similar involve— 
at other institutions during the year. 
Administrators also could review the many possibilities 
for bringing artists to campus mentioned in Chapter II. 
There are available a variety of "visiting lecturer" and 
"residency" options which have not been used to their poten¬ 
tial. Perhaps some of these could be useful and desirable 
alternatives to the full-time faculty position which has a 
far greater effect on artists’ lives. The concept of joint 
appointments has also not been explored to its fullest ex¬ 
tent. Those musicians who are not teaching in music depart¬ 
ments should have joint appointments with the music depart¬ 
ment until they can be brought into that department full- 
t i me . 
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The cooperation and coilegiality which might be pos¬ 
sible between academics and professionals has been largely 
unrea1ized. The considerable attributes of professionals 
and the talents of their colleagues have not been offered to 
one another except under the most superficial conditions. 
One might speculate on what that coilegiality might offer to 
the institution and the students if academics could under¬ 
stand and cooperate with the artists and the artists could 
adapt and function within the academy. Based on the experi¬ 
ence of these participants, the academic and the artist will 
always have an uneasy alliance and will always have dif- 
ficulties understanding one another. 
From the viewpoint of black studies and black music, 
the implications of this study concern the place of black 
studies in the academy, the relation of black music to that 
discipline, and the hiring of black professional musicians. 
Black studies became a part of the curriculum and a depart¬ 
ment on many campuses under unusual circumstances. The in¬ 
stitutions were forced to comply because of the social 
climate at the time and have resisted by not giving their 
full support. Archie Shepp commented from his perspective 
within such a department. 
It is a victim of the environment. Black 
Studies should have been guided through this whole 
thing. The University, once it decided to commit 
itself to a Black Studies Department, should have 
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involved itself and committed itself to the suc¬ 
cess of that department by way of committing all 
its resources and materials to seeing that it suc¬ 
ceeded. On the other hand, this department was 
created out of stress and crisis, an 'eleventh- 
hour move at the assassination of Dr. King. You 
had a few liberals fighting hard for it and a lot 
of people who felt that it would never make it. I 
think the majority of people in the administra¬ 
tion, not this administration, but in college ad¬ 
ministrations where Black Studies exist, have 
backed off it, have been reluctant to see it 
succeed. 
Within black studies departments, which are based on a 
historical/social/political framework, black music has some¬ 
times been included as a cultural appendage and has similar¬ 
ly not been fully endorsed or supported. When black 
musicians were hired, there was some question as to whether 
their skills were most appropriate in music departments or 
in black studies departments. Those that have made the ad- 
justment to the academic lifestyle tend to be those in music 
departments. They also were those who reported that they 
were respected by their colleagues. 
Many of the participants feel that times have changed 
for blacks in higher education. There is no longer the em¬ 
phasis on affirmative action policies. There is no longer 
funding specifically for minority faculty. Without these 
incentives, blacks and other minorities are not being hired 
to the extent that they once were. As a result, black 
professional musicians are unlikely to be hired strictly on 
their professional qualifications, and even with additional 
academic qualifications their chances are unpredictable. 
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Presently, none of those artists 
or black music are being hired i 
The only positions offered are p 
pointments, as reported by Clyde 
involved with Afro-American 
nto Tull —time positions, 
art-time or one-year ap- 
Criner. 
I ve sent out possibly between fifty and a 
hundred applications for positions in Afro- 
American music. They’ve been everywhere from New 
Hampshire to Northwestern Pennsylvania. The un¬ 
fortunate part of it is that all of the positions 
were temporary. There are no full-time, tenure 
track positions dealing with jazz, Afro-American 
music, black music or whatever you want to call 
it. They are all a semester or possibly a one- 
year temporary appointment: adjunct, part-time, 
whatever you want to call that. 
A related issue is the place of jazz within the cur¬ 
riculum. The push to bring black musicians onto college 
faculties stimulated a demand for jazz studies among college 
music students. Jazz programs are now established and are 
thriving within departments of music where the faculty are 
often white while the black jazz artist is finding it very 
hard to be employed teaching a subject which is founded in 
black experience. We are reminded of Marion Brown’s re¬ 
statement of a white sentiment he overheard, "We don’t want 
you, we just want your music," or Hale Smith’s question, 
"Are we to be expected to sit back while white America takes 
the fertile seeds of our imaginations and benefits from 
their fruition, again?"1 
*Hale Smith, "Here I Stand" C19713, in Eileen Southern, ed., 
Readings in Black American Music, p. 297. 
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The recommendations of this study within the areas of 
black studies/black music involve the continued use of the 
term ••black music,” and alternatives to the alignment of 
black musicians with black studies. When reviewing the 
participants of this study there were cases where the place 
of an artist within the academy had only to do with black¬ 
ness and not with their art. Bill Dixon commented about how 
himself and how he was perceived. 
You know, it’s really funny. I call myself a 
musician and composer. That’s what I call myself 
Someone else calls me a black musician and com¬ 
poser. I call my music music. Someone else calls 
it black. So the thing is, everything that goes 
into my music is existent in all music. It’s just 
that I have a point of view and I have an inflec¬ 
tion. 
If one does not focus on the blackness but rather on the 
musician, then there is no reason why these artists would 
not be associated with the other artists like them on 
campus. Musicians should be with other musicians, but they 
are not. There is still the question of where the black 
musician belongs in the academy. Is this a decision that 
should be made by the individual or by the institution? 
There is indicated a larger question of where the black fac¬ 
ulty member belongs in the academy. There is still am- 
bivalance about the hiring of blacks into one department 
when they could also be hired into a black studies depart¬ 
ment. Where the black musician is concerned, he/she should, 
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along with the music department, decide that he/she right¬ 
fully belongs in the music department. Their blackness 
should not determine their placement in the academy. The 
black perspective that they offer, in addition to their 
professional qualifications, is one that is needed and ap¬ 
propriate in the music department. 
In conclusion, the place of the black professional 
musician in higher education is certainly within the music 
department, and like all other faculty, the artist will be 
expected to take on the responsibilities of the position. 
The decision to take on that responsibility must be made by 
ttie artist at the outset as this addresses one’s profes¬ 
sional identity. Music departments have not and will not 
change their requirements of prospective faculty, and anyone 
expecting a full-time faculty appointment should anticipate 
being asked for academic qualifications in the form of ad¬ 
vanced degrees in music or music education. Clyde Criner 
commented on his job search. 
I started looking last year and sure enough, 
there are all these wonderful positions at Dart¬ 
mouth and Harvard, all in basic classical music 
theory. There are some wonderful positions, and 
you know, they’re all tenure track, they are all 
full-time. All of them are full-time. So when 
these black professors say, ‘Why are you going to 
Julliard?’ or ‘Why are you playing classical 
music, why are you interested in that?,’ I have 
to say. Wait a minute, you’ve got your position. 
This is 1985—the qualifications are different. 
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It is conceivable that an artist’s stature could brin, about 
a job offer based on reputation alone, but these occasions 
no* are as rare for black artists as they are for *hite art- 
ists. There are a variety of opportunities for black art¬ 
ists in higher education which have yet to be realized, and 
they will continue to be unrealized until their value to the 
academy as professional artists is placed ahead of the black 
perspective that they offer. 
Recommendations on the Methodology 
The in-depth phenomenological interview promotes a com¬ 
prehensive understanding of the topic of the experience of 
black professional musicians in higher education. Ue under¬ 
stand the situation from the perspective of those profes¬ 
sionals who are now teaching. It is the participants who 
describe what the situation is, what the problems are, and 
what some of the solutions might be. It is only through the 
interview process that the issues and concerns of these 
musician/faculty members can be revealed and addressed, for 
it is these concerns that are most important to understand¬ 
ing the topic, not the concerns of the interviewer or of the 
institutions which hired these faculty. 
The methodology allows the researcher to give equal 
consideration or value to the individual contributions even 
though the participants may have differing perspectives or 
place emphasis on different aspects of their careers. These 
315 
differing perspectives are not seen as deviations, but as 
equally valuable points of view to understanding the sub¬ 
ject. Those who had been teaching longer than the others 
had given much thought to some aspects of the subject and 
could articulate their observations. For example, only one 
participant spoke of the "super-black" syndrome, ie. expec¬ 
tations of his performance as a faculty member beyond those 
of his white counterparts, and yet this is very telling 
about this faculty member’s experience. Therefore, unex¬ 
pected responses or deviations from what might be 
anticipated can suggest to the researcher a revision or new 
interpretation of the experience. 
The methodology allows the participant’s own words and 
expressions to be transmitted to the reader in a form as 
close to the original spoken form as possible, particularly 
in the participant profiles in Chapters IV and V. Through 
the profiles and the excerpts included in Chapter VI, there 
is maintained the integrity of the primary source materials. 
And lastly, the methodology of in-depth phenomenologi¬ 
cal interviews is support for the issue of reciprocity. It 
is very effective for an exploratory study where the re¬ 
searcher may not be an authority on the subject—he certain¬ 
ly does not have the authority with the experience of 
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musician/teachers as do the participants. The participant’s 
willingness to participate is returned as a contribution to 
the field which is faithful to their own thoughts and feel- 
ings on the subject which they know so well. 
The experiences of these faculty can be partially ex¬ 
plained by the traditional experience of artists in the aca¬ 
demic world. It is generally accepted that the source of 
tension are conflicting priorities and a continuing mis¬ 
understanding between artists and academics. Vet their ex¬ 
perience also gives indications of racial tension which com¬ 
pounds and complicates the already existing tension of the 
artist in academia. 
At the beginning of this study it was thought that the 
participants represented a particular era of academic devel¬ 
opment in the late 1960s and early 1970s, as most of them 
had been teaching since that time and had now held their 
positions for ten to fifteen years. Similar positions were 
not available today and there was an explanation from the 
experience of these participants. There has been a change 
in college faculty and administrators over the past fifteen 
years from a commitment to correcting some of the academic 
deficiencies by bringing in black faculty, creating black 
courses, and recruiting black students. A possible explana¬ 
tion may be that the change is attributable to a regression 
or a lessening of the liberal inclinations on the part of 
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college administrators and faculty, which was mentioned by 
several participants. There is not now the same commitment 
which existed in the recent past. The activities at col¬ 
leges and universities are a reflection of the social and 
racial climate in the country at large. Academic institu¬ 
tions are affected by this as much as they effect it through 
their educational mandate. The academic mandate is to bring 
about positive changes in society. In this case the reduc¬ 
tion in the apparant commitment of the society to the larger 
racial issues is reflected in academia where there has been 
a concurrent retrenchment. 
What may be accepted as limitations of this study can 
be seen as opportunities for others. For each question ans¬ 
wered many more have been raised, and they also can be ex¬ 
plored and discussed. This study set out to explore the ex¬ 
perience of black professional musicians in higher educa¬ 
tion. It was anticipated that it would raise questions and 
would leave some unanswered. Hopefully, more studies will 
be carried out while those with the answers are still among 
us. 
APPENDIX 
WRITTEN CONSENT FORM 
I . I> Christopher Hardi 
School of Education, 
herst. I am engaged 
in-depth interviews, 
sional musicians in 
n, am a doctoral candidate in the 
University of Massachusetts, Am¬ 
in my dissertation research, using 
on the subject of black profes- 
higher education. 
II. You are being asked to be a participant in these inter¬ 
views. I will conduct three (3) 90 minute interviews 
with you. The first interview will concern your life up 
until the point you began college teaching. The second 
interview will focus on your experience as a faculty 
member and musician. The final interview will explore 
your reflections on this dual career and what it means 
to you. My intent in these interviews is to stimulate 
discussion of your stories and the recreation of your 
experience within the framework these topics establish. 
III. The interviews will be audiotaped and later tran- 
scribed. My goal is to analyze and compose the 
materials from the transcripts and audiotapes for: 
a) inclusion as part of the dissertation, 
b) articles and possibly a book—length study on black 
musicians and higher education, 
c) development of audio profiles for possible broadcast 
on non-commercial radio, 
d) possible utilization in a course on interviewing. 
IV. Your identity will be known in the written transcripts 
prepared for my research. 
V. You may withdraw from the interview process at any time, 
even though you are consenting at this time to partici¬ 
pate in the interviews. Furthermore, you may withdraw 
your consent to have any portion of the interviews in¬ 
cluded in the transcripts, provided you notify me within 
30 days of the final interview. 
VI. Any use of the interview materials other than those 
mentioned in Part III will not be made without your 
prior written consent. 
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Written Consent Form - (continued) 
VI I In signing this form* you 
is no financial remuneration 
interviews and are releasing 
for the above mentioned use 
are recognizing that there 
for participation in the 
anV "financial claim on me 
of the interview materials. 
VI I I 
• Finally, in signing 
medical treatment will 
versity of Massachuset 
result from participat 
this you are thus stating that no 
be required by you from the Uni¬ 
ts should any physical injury 




--» have read the above statement and agree 
in the interviews under the aforementioned 
Date Signature of Participant 
Signature of Interviewer 
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